











































































































































































musical	 instruments,	 and	 conceptualizes	 Controllerism	as	 a	musical	 practice.	 I	make	 a	 case	 for	 a	
revision	in	organology	that	includes	Controllers,	and	other	instruments	of	the	computer	society,	by	
seeking	out	commonalities	and	providing	comparative	analyses	between	historical	instruments	and	




undertaken	 with	 informants	 from	 Europe,	 America	 and	 Japan	 in	 order	 to	 ascertain	 generalized	
understandings	of	the	instrument	and	musical	practice;	and	participatory	action	research	undergone	









discutindo	 as	 suas	 origens,	 história,	 lógicas	 musicais,	 vertentes	 de	 prática	 musical,	 e	 as	 atuais	
explorações	 tecnológicas.	 Situando	 o	 controlador	 e	 o	 Controllerism	 numa	 linhagem	 cultural	 e	
histórica,	identifico	as	lógicas	que	levaram	ao	desenvolvimento	deste	novo	instrumento	e	desta	nova	
prática	musical.	Para	tal,	elaborei	uma	etnografia	com	informantes	da	Europa,	América	e	Japão	com	
o	objetivo	de	compreender	noções	 comuns	 sobre	o	 instrumento	e	a	prática	musical;	 fiz	 também	
pesquisa	participativa	em	 três	 residências	artísticas,	 com	a	 intenção	de	determinar	perspetivas	e	
preocupações	comuns	entre	Controllerists	internacionais.	Finalmente,	através	de	um	estudo	de	caso	





























































































































“Controllerism	 is	 the	 art	 of	 manipulating	 sounds	 and	 creating	 music	 live	 using	 computer	
Controllers	and	software”	(Moldover	2007).	
	
This	 is	a	 thesis	about	Controllerism	and	 its	evolution	as	an	alternative	 to	 the	utilization	of	
traditional	musical	instruments	in	the	processes	of	musical	composition	and	live	performance.	
Having	 spent	 the	 initial	 months	 of	 preparation	 for	 this	 dissertation	 struggling	 with	 the	
question	of	doing	research	with	added	value	to	my	peers,	and	finding	myself	in	the	thick	of	a	project	





I	 could	not	 surmise	 if	 technology	 actually	 added	 value	 for	 the	non-traditionally	 or	 non-classically	
trained	 musicians	 and	 composers.	 Had	 converging	 histories	 in	 technological	 development	 put	
democratizing	 processes	 into	 motion	 in	 the	 creative	 economies	 of	 musical	 composition	 and	
performance?	 Had	 technology	 given	 a	 voice	 to	 those	 who	 could	 not	 ‘speak	 the	 language’2,	 and	
created	instruments	for	those	who	could	not	play3?	
Upon	talking	with	Professor	João	Soeiro	de	Carvalho,	my	thesis	supervisor,	it	became	clear	to	






rather	 than	 embark	 on	 a	 dialectic	 adventure	 full	 of	 discussions	 on	 where	 the	 various	 possible	



















what	 the	 principal	 issues	 and	 concerns	 that	 inform	 the	 experience	 of	 Controllerists	 are.	 I	 also	
interviewed	 the	 Controllerist	 that	 coined	 the	 term	 and	 shaped	 much	 of	 Controllerism	 as	 it	 is	
understood	today,	and	developed	a	local	case	study	in	Portugal	with	an	acclaimed	artist.	
My	primary	motivation	now	stemmed	from	the	belief	that	popular	music	studies,	as	well	as	
performance	 studies	 could	 benefit	 from	 ethnomusicological	 exploration	 into	 Controllerism,	 its	
actors,	its	origins,	and	its	logics.	
To	date6,	little	in	the	way	of	academic	literature	has	been	published	about	Controllerism.	A	















In	Chapter	one	we	visit	all	 the	 introductory	sections	of	 this	 thesis,	 including	the	structure,	









various	 evolutionary	 logics;	 that	 of	 Layer	 Separation	 in	 the	 1960’s,	 Part	 Division	 in	 the	 1970’s,	
Delocalized	Attribution	in	the	1980’s	and	finally	Sonic	Decoupling	from	that	point	onward.	The	first	
subchapter	 gives	 an	 account	 of	 the	 evolution	 of	 Controllers	 -	 with	 the	 intent	 of	 providing	 an	





















The	 rarity	 of	 academic	 -	 and	non-academic	 -	 literature	 on	 the	 subject	 of	 Controllerism	as	
musical	practice	and	performative	art	has	set	strict	limitations	as	to	the	type	of	qualitative	research	
I	could	muster	via	traditional	methodologies.	Yet,	as	my	research	progressed	I	became	aware	that	
this	 limitation	 needn’t	 become	 a	 frustration,	 as	 it	 meant	 that	 I	 could	 meander	 down	 sinuous	
methodological	 paths	 and	 enjoy	 exploring	 different	 routes	 towards	 potential	 outcomes.	 It	 was	






















time,	 and	work,	 that	 linked	us	 together	within	 that	experience,	 also	provided	us	with	a	 sense	of	

















last	Skype	 interview	with	Moldover,	 the	pioneering	artist	 that	coined	Controllerism	 in	 the	United	
States.	
Fortunately	 for	me,	 I	 finally	 tracked	down	 the	most	 successful	 artist	making	a	 career	as	a	
Controllerist	in	Portugal,	before	the	deadline	for	proposals	to	take	part	in	the	2017	artist	residence	
was	due.	Upon	suggesting	to	‘Batida’,	and	to	the	organization	of	the	Westway	Lab	in	Guimarães,	that	
he	 and	 I	 collaborate	 for	 that	 year’s	 residence,	 all	 parts	 agreed	 that	 it	 would	 be	 a	 positive	 and	
productive	experience.	



















have	 used	 technological	 means	 to	 produce	 ‘ethnic-sounding’	 pieces.	 Through	 means	 such	 as	
recording	 outdoor	 musical	 performances	 and	 cutting	 the	 resulting	 audio	 in	 studio	 in	 order	 to	
reorganize	 musical	 passages	 into	 pieces	 that	 sounded	 ‘real’	 but	 had	 never	 existed	 as	 such	 –	 a	







of	the	resulting	music	as	 ‘genuine’,	and	‘real’,	made	me	interested	 in	the	 idea	of	extending	these	





nuances	 into	 a	 virtual	 instrument	 with	 a	 comprehensive	 sample	 base,	 but	 also,	 in	 a	 completely	
unrelated	manner,	one	could	use	a	Controller	to	create	a	completely	original	 instrument	and	play	
sounds	(notes,	hits,	samples,	loops	etc.)	in	a	very	‘real’	and	‘genuine’	musical	performance.		
In	 my	 ethnographic	 approach	 I	 also	 conducted	 virtual	 ethnography,	 particularly	 with	 the	
United	 States	 and	 Denmark;	 in	 the	 first	 case	 because	 that	 is	 where	 the	 term	 Controllerism	was	
invented	 and	 implemented	 as	 a	 performance	 art,	 and	 in	 the	 second,	 because	 that	 is	 where	 an	
important	publication	on	the	subject	that	outlines	important	Controllers	and	Controllerists	is	being	
produced	at	the	moment	(scheduled	to	be	released	October,	2017)8.		











of	history,	and	everything	around	 it	makes	 it	 true”	 (2006:51).	A	 fitting	 statement	 to	describe	 the	
desire	 to	 confirm	 a	 worldview	 forged	 by	 experience	 through	 my	 work,	 yet	 taking	 in	 others’	
experiences	to	tell	the	story	from	within	the	standpoint	of	Controllerism	in	music	today.	
A	question	posited	in	2008	by	Barz	and	Cooley	weighed	in	heavily	on	my	decision	to	perform	
autoethnography:	 “What	do	we	 see	when	we	acknowledge	 the	 shadows	we	cast	 in	 the	 field?”.	 I	
would	not	be	able	to	ignore	or	deny	my	personal	experience,	and	was	left	only	with	the	choice	to	
embrace	it	or	give	up.	In	illustrating	this	point,	I	make	my	own	the	words	of	Adams	et	al	in	the	book	
Evaluating	 Autoethnography:	 “Autoethnographers	 value	 the	 personal	 and	 experiential	 in	 their	
research.	 This	 includes	 featuring	 the	 perspective	 of	 the	 self	 in	 context	 and	 culture,	 exploring	
experience	 as	 a	 means	 of	 insight	 about	 social	 life,	 and	 recognizing	 and	 embracing	 the	 risks	 of	



















It	 was	 my	 perspective	 that	 any	 performance	 –	 and	 that	 included	 data-gathering	 -	 when	
assumed	to	be	of	an	improvisational	character	should	benefit	greatly	from	the	lack	of	interference	
from	self-imposed	limitations	on	behavioural	expression	and	response.	In	essence,	acting	naturally	
would	 allow	 for	 a	 less	 contrived	 act	 and	 lead	 to	 better	 results.	 Again	 drawing	 a	 parallel	 with	
improvised	musical	performance	I	was	assuming	the	role	of	“the	unthinking	player	who	prides	himself	
[sic]	on	“just	being	a	player”,	and	who	has	never	thought,	only	felt	music	who,	in	fact,	feels	thought	




(auto)	ethnography,	 is	of	 some	redundancy,	but	 I	 feel	 that	 it	has	been	 the	most	accurate	way	of	
illustrating	representational	obstacles	that	weighed	in	my	mind	as	to	how	to	simultaneously	conduct	






to	 adapt	 to	 their	 different	 ways	 of	 being;	 avoiding	 any	 attrition	 that	 might	 cause	 ‘participant	
breakdown’.	 As	 stated	 by	 Bergold	 and	 Thomas,	 “The	 dictum	 of	 process	 orientation	 and	 the	
appropriateness	of	the	method	to	the	subject	under	study	(Flick	2009)	 is	even	more	 important	 in	
participatory	research	than	in	other	approaches	to	qualitative	research”	(2015).	
In	 all	 residencies,	 similar	 patterns	 emerged	 in	 the	work-flows	we	 developed.	 It	 would	 be	

















simply	 because	my	 focus	 was	 elsewhere.	 It	 became	 painfully	 clear	 during	my	 ethnography	 that	
presence	alone	could	not	warrant	a	full	comprehension	of	what	had	transpired,	particularly	since	in	
many	situations	I	had	to	divide	my	attentiveness	between	the	roles	of	artist	and	researcher.	“In	its	
narrowest	 and	 most	 accepted	 sense,	 ‘attention’	 refers	 to	 the	 set	 of	 functions	 that	 prioritize	





process.	While	 qualitative	 research	 occupied	 a	 large	 part	 of	 my	 ethnographic	 efforts,	 it	 did	 not	








the	 subsequent	 Dub	mix,	 that	 exemplifies	 and	 defends	 dub	mixing	 as	 a	 practice	 of	 ‘playing	 the	
machine’	as	a	musical	instrument	(chapter	2.2.1.1).	






a) To	 conduct	 a	 subject-centred10	 study	 into	 the	 experience	 of	 certain	 individuals	 or	 groups	 of	
individuals	linked	together	by	commonalities	such	as	a	place,	space,	time,	work.	



























As	 stated	 in	 my	 introduction,	 little	 has	 been	 published	 about	 Controllerism	 as	 a	 musical	
practice	 to	 date.	 A	 total	 of	 fifty-five	 texts	 that	mention	Controllerism	have	been	published	 since	
201011.	Only	four	citations	appear	when	searching	the	same	keywords,	which	could	be	indicative	that	
it	 is	 still	 a	 minor	 subject	 in	 academic	 scrutiny.	 Of	 the	 fifty-five	 texts	 none	 treat	 the	 issue	 of	
Controllerism	as	an	art-form	directly,	although	most	refer	to	this	hypothesis	in	passing	or	in	specific	






As	 is	 observable	 in	 the	 table	 above,	 some	 categories	 stand	 out.	 Thirteen	 texts	 include	
Controllerism	 as	 an	 integral	 component	 of	 current	 practices	 in	 modern	 music	 production	 and	
composition,	particularly	in	the	genres	of	Hip-Hop,	Dance	and	Electronic	Music	or	EDM12,	and	to	a	
lesser	degree	in	Popular	Music	and	Experimental	Music.	It	is	interesting	to	note	that	seven	additional	
                                                   
11	Retrieved	from	Google	Scholar	using	the	keywords	Controllerism+music.	Using	Controllerism	alone	would	yield	higher	














































and	practice;	 one	 that	 is	 in	 continuous	development	 and	 is	 not	only	 restricted	 to	digital	DJs	 and	
producers	of	electronic	music.	I	address	the	action	of	performing	music	on	a	customizable	musical	
instrument	 which	 communicates	 with	 software	 or	 hardware	 and	 ‘actions’13	 them.	 Controlling	




















that	 is	 rapidly	 changing	 due	 to	 a	 heightened	 interest	 in	 the	market,	 and	 from	 the	 desire	 of	 an	
overwhelming	 number	 of	musicians	 to	 explore	 this	 new	 avenue	 of	 artistic	 agency,	 and	 distance	
themselves	from	the	DJ	vs	Musician	dichotomy.	
To	 exemplify,	 in	Mark	 Katz’s	 “Groove	Music	 –	 The	 Art	 and	 Culture	 of	 the	Hip-Hop	DJ”,	 a	
reference	is	made	that	likens	Controllers	to	overgrown	DJ	mixers:	“In	fact,	there	is	already	a	well-




and	can	be	modified	 to	expand	 their	musical	 capabilities.	 It	 can	even	be	argued	 that	digital	 vinyl	
systems	collapse	the	distinction	between	turntables	and	Controllers.	“The	moment	you	drop	control	















on	 the	other,	 are	 frequently	 based	on	 ideological	 concepts	 of	 «authenticity»	 as	 expressions	 of	 a	
collective	identity	(Wade	2000:24),	and	in	consequence	produce	debates	where	notions	of	«purity»	
and	«canon»	come	into	play”	(2008:5914).		






making,	 particularly	 when	 deliberating	 on	 Controllerism	 as	 an	 instrument	 for	 composition	 or	
performance.	 The	 concept	 of	 authenticity	 serves	 as	 a	 societal	 pillar,	 informing	 cultural	 notions,	
customs	 and	 beliefs,	 and	 in	 the	 case	 of	 music,	 is	 also	 a	 source	 of	 rigid	 musical	 forms	 and	
canonicalization.		
Yet	a	literal	understanding	of	what	is	authentic	is	unfeasible	due	to	its	fluid	conceptual	nature.	
The	 prejudices	 and	 preconceptions	 found	 in	 rigid	 understandings	 about	musical	 authenticity	 are	
often	debunked	when	contextualized	within	a	larger	cultural	pool,	as	would	be	the	case	in	musical	










‘authentic’	 takes	 on	 different	 meanings	 depending	 on	 its	 framing	 context.	 The	 Harvard	 Concise	
Dictionary	of	Music	and	Musicians	defines	the	word	‘authentic’	thusly:	
“Authentic.”	




3) In	 performance	 practice,	 instruments	 or	 styles	 of	 playing	 that	 are	 historically	
appropriate	to	the	music	being	performed	(Randel	1999:40).	
Sophy	Smith	in	‘Hip-Hop	Turntablism,	Creativity	and	Collaboration’	(2013),	makes	reference	




technologies	 that	 impacted	 negatively	 on	 processes	 that	 were	 important	 to	 performance	 and	
creative	output.		
There	was	a	preoccupation	that	as	the	craft	of	Turntablism	would	become	easier	to	perform,	
many	would	 feel	 that	 the	art	was	diminished,	while	others	would	 lament	 the	 loss	of	authenticity	
present	 with	 turntables	 and	 pre-recorded	 disc.	 Another	 concern	 referenced	 by	 Smith,	 this	 time	
voiced	by	DJ	Maurice	Norris	in	2011	stating	that	“There’s	[…]	the	concern	that	the	more	traditional	
analog	 style	 of	 scratching	 and	 beat	 juggling	 will	 die	 out	 giving	 rise	 to	 what’s	 been	 labelled	 as	
“Controllerism”	and	digital	manipulation.”		
Yet	 not	 all	 publications	 have	 been	 derisive	 towards	 these	 new(er)	 technologies	 of	
instrumentation.	In	Ann	Danielsen’s	‘Musical	Rhythm	in	the	Age	of	Digital	Reproduction’	she	states:	




















Technically,	 the	 instrumental	 setup	 for	manipulating	and	mixing	vinyl	 records	has	 through	
time	become	consolidated	into	the	epitomic	triumvirate	made	up	of	two	turntable	decks	and	a	mixer.	
Through	 the	 ‘playability’	 of	 this	 standardized	 setup,	 DJs	 saturated	 their	 stages	 with	 auras	 of	
improvisational	and	spontaneous	quality,	further	enhancing	the	‘live’	aspect	of	their	performances.	
The	visual	impact	of	a	DJ	rocking	the	turntables	was	in	accord	with	the	trope	of	live	musicking19.	As	
technological	 developments	 advanced,	 the	 intrusion	 of	 digital	 software	 became	 increasingly	
apparent	 in	 the	 classic	 model	 DJ	 setup,	 shaping	 notions	 and	 experiences	 of	 what	 the	 art-form	
represented;	putting	into	question	the	very	nature	of	DJ	performances,	and	launching	debates	on	
the	concept	of	authenticity.		
It	 is	 interesting	 that	notions	about	authenticity	 in	Hip-Hop	performance	do	not	clash	with	
notions	 of	 compositional	 authenticity.	 Authenticity	 is	 a	 concern	 also	 present	 in	 a	 great	 deal	 of	










Before	 I	 clarify	 this	 assertion,	 I	 would	 like	 to	 remind	 that,	 to	 date,	 the	 existing	 literature	
pertaining	Controllerism	as	a	performative	practice	is	divided	between	various	fields	such	as:	Hip-
Hop	 studies,	DJ	 culture	and	Electronic	Music	production	 studies;	 all	 touching	 largely	on	 issues	of	
authenticity	and	 to	a	minor	degree	on	creativity	and	 innovation;	of	which	 the	 latter	are	of	 great	
interest	to	my	examination.		












with	you,	precisely	with	your	comment	that	 it	must	 further	 the	art,	pushing	past	previous	
impossibilities,	thereby	freeing	up	the	hands/ears/eyes	to	do	something	else.	In	this	respect,	
Controllerism	shifts	from	Turntablism	entirely	and	is	closer	to	the	“live”	performativity	of	an	















and	 principal	 figures,	 and	my	principal	 interest	 in	 researching	Dub’s	 relevance	 to	 the	 practice	 of	
Controllerism	as	a	musical	practice	was	in	defining	a	timeline,	an	aesthetic	and	a	logic	that	links	the	




although	 contemporary	 electronic	 dance	music’s	 stylistic	 traits	 owe	 largely	 to	 the	 concepts	 first	
implemented	 in	 the	 1960’s	 by	 Dub,	 the	 evolution	 of	 Controllerism	 logics	 did	 not	 follow	 a	 linear	









timeline.	 In	 chapter	 2.2	 I	 conduct	 an	 in-depth	 exploration	 into	 the	 evolution	 of	 Controllerism	 as	
arising	 from	Dub	Music	 (chapter	2.2.1);	evolving	through	Hip-Hop	and	Sampling	cultures	 (chapter	
2.2.2);	 and	 growing	 exponentially	 with	 the	 invention	 of	 the	 MiDi	 language	 (chapter	 2.2.3)	 until	
modern	 times.	 I	 begin	 with	 a	 brief	 chronological	 approach;	 then	 analyse	 the	 technological	


















At	 this	 pivotal	 moment	 in	 time,	 Turntablism	 as	 a	 creative	 practice	 took	 wings	 through	 a	






                                                   
















with	 the	 sharing	of	MP3	music	 files	 today,	many	 artists	 and	 record	 companies	 believed	 that	 the	
practice	 of	 digital	 sampling	was	 the	 equivalent	 of	 stealing.	 Others,	 like	 Public	 Enemy’s	 Chuck	 D,	
argued	that	 there	should	be	more	 freedom	to	re-contextualize	 found	sounds”	 (McLeod	2014:83).	




“I	 deploy	 exappropriation	 as	 neither	 the	 expropriation	 of	 a	 technology	 nor	 its	



































sustaining	 philosophies	 that	 inform	 both	 Remix	 and	 DIY28	 cultures,	 but	 it	 has	 also	 been	 equally	




The	 following	 citation	 suggests	 that	 King	 Tubby,	 the	 Dub	 pioneer	par	 excellence,	 had	 an	 affinity	
towards	 improvisation	due	to	his	 love	for	Jazz	music:	 	“All	of	his	associates	attest	to	King	Tubby’s	
deep	love	of	jazz,	and	it	seems	plausible	that	his	sensitivity	to	jazz’s	labyrinth	of	split-second	creative	
decisions	 was	 reflected	 in	 his	 refashioning	 of	 the	multitrack	mixing	 board	 as	 an	 improvisational	
instrument,	as	well	as	in	his	pioneering	of	the	dub	remix	as	an	act	of	real-time	improvisation”	(Veal	
2007:117).	 This	 phenomenon;	 of	 exacting	 “split-second	 creative	 decisions”	 is	 central	 to	 ‘flowing’	
within	musical	 improvisation,	a	point	 that	 is	 important	 to	 this	 thesis,	 as	 I	 argue	 that	 ‘flow’,	 in	 its	
psychological	denomination,	is	important	to	Controllerism	in	more	ways	that	one.	




Interestingly,	 in	 music,	 improvisation	 is	 traditionally	 equated	 with	 technical	 prowess	 in	 a	
musical	instrument	allied	to	an	ability	for	musical	extemporization.	Engineers	that	excelled	in	Dub	













Today,	we	 live	 in	 a	 global	 culture	 that	 is	 very	 self-aware	 of	 the	 recycling	 of	material	 and	
immaterial	things.	As	Eduardo	Navas	stated:	“Remix	culture,	as	a	movement,	is	mainly	preoccupied	
with	 the	 free	 exchange	 of	 ideas	 and	 their	 manifestation	 as	 specific	 products	 […]	 Its	 conflicts	 of	
intellectual	property	are	also	a	central	point”	(2012:3).	At	a	much	earlier	date,	precisely	229	years	






the	 same	question:	 I	 can	 read	 the	 contents	 of	 a	 book,	 learn,	 abridge,	 expand,	 teach,	 and	
translate	it,	write	about	it,	laugh	over	it,	find	fault	with	it,	deride	it,	use	it	poorly	or	well-in	
short,	do	with	it	whatever	I	will.	But	the	one	thing	I	should	be	prohibited	from	doing	is	copying	



























writings	 of	 Dodge	 and	 Kitchin,	 I	 will	 be	 inferring	 Technicity	 as	 that	 which	 is	 constituted	 by	


















instrumental	 -	 substantiates	 the	 process	 thusly:	 “The	 development	 of	 musical	 instruments,	 an	
integral	part	of	technological	progress	since	its	earliest	beginnings,	has	always	been	of	state-of-the-








2	-	Mechanization	 •	 Construction	 of	 optimized	 operating	 devices	 (“controllers,”	 especially	 the	 keyboard	 as	 an	
interface	for	musical	sound	controlling)	
•	Construction	of	special	sound	generation	mechanisms	(hammers	for	striking	strings	as	mechanical	
































































































One	 such	 example	 -	 from	 the	 numerous	
instrumental	 manifestations	 of	 such	 agency	 -	 is	 the	
early	 form	 of	 the	 Marrabenta	 guitar	 from	
Mozambique,	 traditionally	 fashioned	 from	 a	 tin	 can,	
local	wood	and	wire	strings.	
Its	 construction	 is	 a	 testament	 to	 the	 human	
attraction	towards	using	technology	in	order	to	create	
complex	 instrumental	 forms.	 Human	 beings	 have	 –	
since	time	immemorial	–	used	technology	not	only	to	














Ironically,	 Mihaly	 Csikszentmihalyi’s	 concept	 of	 ‘flow’	 when	 investigated	 in	 the	 prism	 of	
musical	 performance	 has	 often	 been	 explored	 in	music	 treatises	 on	 Jazz	 improvisation.	 Perhaps	
because	 Jazz	 commonly	 represents	 the	 epitomic	 embodiment	 of	 improvisational	 skills	 in	
musicianship.	 Interestingly,	books	outside	Jazz	studies	that	associate	states	of	flow	to	music,	pool	
around	 the	 topics	 of	music	 education	 and	 to	 a	 lesser	 degree	 to	music	 healing30.	 The	 process	 of	
improvisation,	and	the	subsequent	cognitive	demands	exacted	upon	performing	musical	agents	have	
been	 central	 to	 creativity	 research	 in	 Jazz	music.	 Some	of	 the	 following	books	 expound	on	 ‘flow	
states’	 within	 individual	 and	 group	 improvisation	 in	 Jazz:	 Barrett’s	 “Coda—creativity	 and	















                                                   
30	 A	 google	 scholar	 search	 on	 the	 keywords	 of	 Music	 &	 Flow:	














precisely	 the	 enhanced	 workflows	 that	 are	 potentiated	 by	 newer	 hardware,	 which	 allow	 for	 a	
reduction	 of	 the	 need	 for	manual	 dexterity	 and	 years	 of	 training	 on	 a	musical	 instrument,	 thus	
permitting	a	composer	–	or	producer	as	one	would	be	called	in	this	case	–	to	act	upon	musical	ideas	
in	a	more	streamlined,	effective	and	productive	manner.		









I	 consider	 the	 concept	 of	 ‘Flow’	 important	 to	my	 thesis	 because	 it	 informs	 us	 about	 the	
individual’s	quality	of	experience	during	performance,	and	because	I	ascribe	to	the	notion	that	the	












Methodology),	very	much	 inspired	by	Timothy	Rice’s	 ideas31	about	subject-centred	study	 into	the	
experience	of	individuals	or	groups	of	individuals	that	were	linked	together	by	commonalities	such	
as	a	place,	space,	time,	and	work.	Thus,	I	decided	to	conduct	participatory	action	research	during	all	
three	 separate	 artistic	 residences	 and	write	 an	 autoethnographical	 narrative	 piece	 from	an	 emic	
perspective	recounting	my	experiences	as	well	as	my	findings.	
I	then	realized	that	I	could	not	focus	solely	on	the	physicality	of	Controllerism	as	a	musical	
practice	 for	 live	performance,	 and	 that	my	 investigation	 into	 the	 subject	would	not	be	 complete	
without	reflecting	on	relational	aspects	of	performance	on	and	off	the	stage	amongst	performers	as	
well	as	between	the	public	and	performers.		











unifying	 capacities	 is	 its	 ability	 to	 create	 alternate	 realities	 that	 allow	 groups	 with	 contrasting	
worldviews	 to	 coexist	 in	 a	 commonly	 imagined	 space,	 or	 audiotopia,	 where	 social	 change	 and	








utopian	 social	 transformations	 […]	 through	 affectively	 empowering	 emotional	 changes.	 Music	
promotes	 the	 establishment	 of	 sustaining	 relations	 of	 community	 and	 subculture	 that	 are	
fundamental	 to	 the	 creation	 of	 an	 alternative	 public	 realm,	 a	 kind	 of	 cultural	 free	 space”	 (Pratt	
1990:14).	
If	 we	were	 to	 consider	 any	 given	moment	 -	 in	 the	middle	 of	 a	musical	 performance,	 for	
instance,	-	as	a	collective	experience	that	 is	more	than	the	sum	of	 its	parts,	 it	would	be	logical	to	




Can	 performance	 be	 viewed	 as	 an	 art	 that	 takes	 “as	 its	 theoretical	 horizon	 the	 realm	 of	 human	
interactions	and	its	social	context	rather	than	the	assertion	of	an	independent	and	private	symbolic	
space”?	(Bourriaud	2002:14).	
In	 this	sense,	 if	we	were	to	 fathom	music	concerts	as	collective	artistic	practices,	 then	we	
could	conclude	that	they	are	indeed	authentic	models	of	sociability	based	on	inter-human	relations.	
As	 such,	 relations	 in	 these	 collective	 engagements	 diverge	 from	 dominant	 cultural	 and	 political	
conditionings	 traditionally	 associated	 with	 mass-mediated	 global	 consumerism,	 in	 lieu	 of	



























nowadays	 impossible,	 not	 to	 say	 regressive	 […]	 Félix	 Guattari	 was	 advocating	 those	 hands-on	
strategies	that	underpin	present-day	artistic	practices:	“Just	as	I	think	it	is	illusory	to	aim	at	a	step-




of	 the	 notions	 expounded	 by	 Guattari	 (1984),	 Debord	 (1983)39,	 Kun	 (2005),	 Pratt	 (1990)	 and	
Bourriaud	(2002).	Yet,	keeping	in	mind	that	in	this	thesis	I	focus	on	the	contexts	of	live	performance	
and	artistic	agency	as	are	 informed	by	Controllerism,	what	 I	derive	 from	my	own	experience	 -	 in	
regard	to	relational	aesthetics,	microtopias	and	audiotopias	–	is	the	idea	that	a	live	musical	setting	is	
a	dynamic	micropolitical	one	which	involves	intersecting	dimensions	of	age,	gender,	class,	race	and	
sexuality	and	provokes	a	continuous	 re-articulation	of	 inner-desires,	notions	of	 responsibility	and	
place,	reward	and	recognition	in	a	group-created	imaginary	setting.		
	 	






















being	 in	 constant	 flux,	with	 a	 continual	 circulation	 of	 persons,	 objects,	 cultures,	media,	 services,	
diseases,	 ideas	 and	 information	 across	 the	 globe.	 Included	 in	mobility	 studies	 are	 the	 studies	 of	
diaspora,	 exile,	 migration	 and	 tourism,	 as	 well	 as	 transnationalism	 and	 cosmopolitanism;	
communication	 technologies,	media	and	global	 information,	global	markets,	 and	popular	 culture.	
Population	mobility	as	the	term	that	defines	migration	within	a	population,	and	social	mobility	as	
                                                   
40	The	Mobilization	of	Performance;	An	Introduction	to	the	Aesthetics	of	Mobile	Music	by	Sumanth	Gopinath	and	Jason	
Stanyek,	2014.	














being	 the	 movement	 of	 people	 between	 social	 classes	 or	 economic	 levels,	 are	 also	 included	 in	
mobility	studies.	
Salazar	 emphasizes	 that	 “the	 literature	 is	 replete	 with	 metaphorical	 conceptualizations	
attempting	 to	 describe	 perceived	 altered	 spatial	 and	 temporal	 movements:	 deterritorialization,	
reterritorialization,	and	scapes;	time-space	compression,	distantiation,	or	punctuation;	the	network	
society	 and	 its	 space	 of	 flows;	 the	 death	 of	 distance	 and	 the	 acceleration	 of	 modern	 life;	 and	
nomadology.	The	interest	 in	mobility	goes	hand	in	hand	with	theoretical	approaches	that	reject	a	















dimensions.	Music	 is	mobile	 in	 essence;	 effectively	 ‘migrating’	 from	 origin	 to	 destination,	 whilst	
performance	captures	movement;	consolidating	it	into	an	artistic	form.	Performance	is	a	‘mobile’	act,	
that	 is	 always	 in	 flux	 and	 can	never	be	 repeated,	due	 to	 its	 condition	as	 an	 interaction	between	
audiences	and	performers;	thus	being,	in	essence,	a	representation	of	mobility	and	movement.	






I	 view	 research	as	a	performance;	 autoethnography	as	an	 introspective	performance,	 and	
participatory	action	 research	as	a	proactive	performance.	For	a	conceptual	basis	 -	upon	which	 to	
interpret	performance	studies	 -	 I	am	using	the	proposal	put	 forth	by	Philip	Auslander	 in	his	book	
“Theory	for	Performance	Studies:	A	Student's	Guide”,	in	which	he	claims:	
“In	my	view,	performance	studies	is	a	paradigm-driven	field,	by	which	I	mean	that	it	
takes	 the	 concept	 of	 performance	 as	 both	 its	 object	 of	 inquiry	 and	 its	 primary	 analytical	
concept…	The	central	question	animating	the	discipline	is:	“What	is	performance?”	The	more	
contexts	 in	which	we	 look	at	 the	concept	of	performance	and	the	more	case	to	which	we	
apply	it,	the	better	we	will	be	able	to	answer	that	question.	Or,	perhaps	it	is	more	accurate	to	
say	that	we	will	come	up	with	more	and	more	useful	answers	to	the	question,	for	performance	
studies	 is	 not	 about	 discovering	 a	 single	 theory	 of	 performance	…	Performance	 studies	 is	
always	 in	search	of	new	theories	that	might	open	up	new	ways	of	seeing	and	 interpreting	





systematic	 dehumanizing	 of	 the	 human	 subjects	 of	 study,	 regarding	 them	 as	 the	 bearers	 of	 an	
impersonal	“culture,”	or	wax	to	be	imprinted	with	“cultural	patterns,”	or	as	determined	by	social,	
cultural	 or	 social	 psychological	 “forces,”	 “variables,”	 or	 “pressures”	 of	 various	 kinds”	 (Turner	
1979:72).	As	we	ascribe	meaning	to	whatever	aspects	of	our	memory	we	focus	on	in	lieu	of	our	object	







and	 are	 abundant	 in	music	 shops,	 rehearsal	 rooms,	 studios	 and	 stages	 today.	 Controllerism	 is	 a	
subject	little	explored	in	the	field	of	Ethnomusicology,	particularly	in	Portugal,	where	little	or	nothing	
has	been	written	academically	upon	the	subject	to	date.	I	firmly	believe	that	producing	a	thesis	on	






According	 to	 Moldover,	 who	 coined	 the	 term	 in	 2007:	 “Controllerism	 is	 the	 art	 of	



















These	 two	 constituent	 parts	 are	 explored	 in	 the	 next	 subchapters,	 which	 describe	 the	





















in	 a	 succession	 that	 is	 sequential	 in	 time,	 in	 order	 to	 outline	 key	 moments	 and	 historical	
developments	that	have	contributed	to	the	invention	of	Controllers	and	the	subsequent	emergence	
of	Controllerism.	Enders’	ten	characteristics	in	the	technical	development	of	musical	instruments	are:	




a	 sonic	 source	 in	 order	 to	 produce	 sound.	 A	 Controller	 does	 not	 produce	 sound	 by	 itself,	which	
removes	 it	 from	 the	 initial	 process	 of	 Instrumentalization,	 and	 also	 from	 the	 family	 of	 modular	
synthesizers	and	other	electronic	instruments,	placing	it	in	a	historical	timeline	that	develops	out	of	










                                                   








progress	 was	 subject	 to	 instrumental	 innovations	 made	 possible	 by	 electricity	 –	 such	 as	
electromechanical	 instruments,	 amplification,	 electronic	 instruments,	 construction	 of	 sound	
modification	elements	and	modular	synthesis	–,	development	of	Controllers	as	modules	belonging	
to	instruments	composed	of	a	separate	sound	source	and	control	system	became,	for	the	most	part,	
dormant,	 only	 to	 reawaken	 with	 the	 birth	 of	 Digitalization,	 through	 the	 creation	 of	 the	 Midi	
communication	protocol,	computer	Sampling	and	prototypical	digital	Controllers.			
The	 current	 stage	 of	 Virtualization	 is	 seeing	 a	 flourish	 of	 Controllers	 emerge,	 taking	 on	 a	





for	 the	 development	 of	 endless	 Controllers	 that	 are	 plug-and-play	 and	 class-compliant,	with	 low	
learning	curves,	and	a	large	number	of	ready-made	presets.	
Typical	in	the	process	of	music	Virtualization	are	software	based	digital	Synthesizers;	virtual	
emulation	 and	 simulation	 of	 traditional	 instruments;	 modulation	 of	 mechanically	 impossible	
instruments;	 interactive	 instruments,	 and	 new	 interfaces,	 such	 as	 gestural	 interfaces	 or	 other	
interfaces	 that	 track	movement.	 Virtualization	 also	 includes	 pressure	 sensitive	 and	 touch	 screen	
interfaces,	 which	 increase	 the	 gamut	 of	 previously	 inconceivable	musical	 surfaces	 (see	 Table	 2),	
particularly	in	the	field	of	mobile	music.	
In	 this	 first	 chronological	analysis,	Controllerism	arises	out	of	 the	potential	 created	by	 the	














This	 second	 perspective	 into	 the	 emergence	 of	 Controllerism	 disconnects	 us	 from	 the	
development	of	Controllers	as	musical	instruments	and	takes	us	into	the	technological	breakthroughs	
that	have	led	to	a	musical	practice	that	 is	 inclusive	of	all	sonic	sources,	 including	that	of	recycling	
sound44.	Understanding	the	logics	that	permeate	Controllerism	as	a	musical	practice	is	instrumental	




The	 relationship	between	music	and	 the	 technology	 that	enables	 its	production	 is	often	a	
complex	 one,	 as	 musical	 practice	 is	 simultaneously	 technophobic	 and	 technophilic	 (see	 Richards	
1993);	with	musicians	and	producers	disdaining	or	embracing	technology	as	a	destructive	or	creative	




Yet,	 attitudes	 towards	 the	 impact	 of	 technology	 on	 music	 production	 and	 practice	 have	
changed	over	time.	Music	as	we	know	it	today	is	by	large	a	product	of	the	technomusical	(Shepherd	
2001)	novelty	and	innovation	that	has	developed	over	the	last	one	hundred	and	forty	years,	since	
the	 advent	 of	 sound	 recording	 technologies.	 Part	 and	 parcel	 of	 musical	 creation	 today	 is	 the	
manipulation	 of	 pre-recorded	 sounds,	 a	 very	 important	 process	 to	 Controllerism,	 and	 this	 sub-
chapter	attempts	to	draw	a	timeline	of	the	key	moments	in	technomusical	novelty	and	innovation	
that	have	directly	contributed	to	the	development	of	Controllerism	as	a	musical	practice.				
It	 wouldn’t	 be	 possible	 to	 contextualize	 the	 current	 impact	 of	 Controllerism	 in	
live	 performance	 without	 inquiring	 into	 the	 history	 of	 the	 development	 of	 sound	 recording	
technology,	particularly	 into	the	way	 it	has	 influenced,	and	 in	some	ways	formed	and	shaped	the	
ways	we	create,	 listen	 to	and	understand	music.	 In	a	 sense,	 technology	and	sound	practices	 (the	
processes	of	 creation	and	 consumption	of	music)	 co-evolve	 in	 tandem,	making	 them	 inextricably	






aligned.	New	 technologies	 today,	 no	matter	 how	unconventional	 or	 innovative,	 do	not	 -	 in	most	




effective	 in	 the	dissemination	of	popular	 culture	 that	 it	 substantially	 increased	 the	 rate	at	which	
the	corruption	and	decay	of	traditional	ways	of	life	were	taking	place.	On	the	other	hand,	it	allowed	
for	 much	 more	 comprehensive	 analysis’	 of	 certain	 aspects	 of	 ‘exotic	 musics’,	 as	 well	 as	 their	





peculiarity	 of	 the	 invention	 which	 brings	 its	 possibilities	 within	 range	 of	 the	 speculative	






the	case	of	an	 invention	 such	as	 the	phonograph,	 it	 is	practically	 impossible	 to	 indicate	 it	









Before	 the	 advent	 of	 sound	 recording,	 the	 various	 processes	 of	 making,	 listening	 to	 and	
understanding	music	were	not	as	they	are	today.	Music	was	fugitive;	from	the	moment	of	inception	
destined	to	a	fleeting	existence	as	the	sound-waves	travelled	through	the	air	and	quickly	decayed	













In	 the	 1940's	 the	 first	 8-track	 recorder	 was	 developed	 by	 guitarist/inventor	 Les	 Paul	 in	
conjunction	with	the	Ampex	Corporation	as	an	overdubbing	solution	to	the	traditional	process	of	
recording	which	required	that	all	elements	of	the	recording	be	performed	simultaneously.	The	multi-












In	 the	next	sub-chapter,	 I	 further	explore	 the	enabling	 forces	of	multi-track	 recording	and	
mixing,	suggesting	that	creative	Dub	mixing	represents	the	first	in	a	three-part	series	of	historically	
important	 compositional	 logics	 that	 have	 become	 fundamentals	 of	 Controllerism.	 This	 first	 logic	
primes	 the	 stage	 by	 deconstructing	 songs	 into	 separate	 layers	 and	 pieces	 which	 can	 then	 be	
manipulated,	interacted	with,	and	made	to	coalesce	in	ways	unintended	in	the	original	or	originating	
recordings.	 It	 is	 the	 first	 ‘stepping	 stone’	 in	a	 sequence	of	pivotal	 steps	which	 I	 consider	 to	have	




























King	 &	 Bays	 2002),	 attracting	 multitudes	 from	 the	 surrounding	 parishes.	 The	 crowds	 were	
entertained	 and	 introduced	 to	 recent	 musical	 hits47,	 but	 more	 importantly,	 were	 inadvertently	
enveloped	in	a	growing	community	of	dissent,	passively	permitted	by	a	lack	of	interference	from	local	







Sound	 systems	 were	 high	 in	 demand	 as	 the	 people	 of	 Kingston	 looked	 for	 positive	 and	
affordable	alternatives	to	the	violence	and	economic	turmoil	felt	in	the	city	at	the	time.	The	number	
of	sound	systems	active	in	the	city	multiplied,	and	the	pressure	to	provide	a	constant	and	continuous	
flow	 of	 new	 music	 with	 which	 to	 cater	 to	 the	 novelty-hungry	 crowds	 was	 direly	 felt	 by	 party	
organizers.	There	was	a	short	supply	of	readily	available	live	musicians	to	cater	to	the	demand	for	an	





sides	 of	 dubplates,	 fundamentally	 changed	 the	 relationship	 between	 event	 organizers,	 studios,	
labels,	record	producers	and	performers.	“The	reliance	on	riddims	is	better	seen	as	being	conditioned	
by	 and	 constituting	 part	 of	 the	 entire	 evolution	 of	modern	 Jamaican	music	 culture,	 including	 its	
special	 emphasis	 on	 sound	 systems	 and	 studio	 production,	 rather	 than	 live	 bands”	 (Manuel	 &	
Marshall	2006:448-449.	Also	see	Wallmart	2007;	Sullivan	2014).	




                                                   
47	Recently	popular	songs.	





their	 mixes	 at	 the	 height	 of	 their	 performances,	 and	 in	 turn	 “privileged	 the	 position	 of	 these	
producer/engineers,	for	 it	was	their	mastery	of	the	recording	process	that	made	hit	songs	for	the	
DJs”	(Wallmart	2007:35).	































































start	 to	sing	 the	song	 ’pon	the	pure	rhythm	–	him	have	to	play	 it	about	 ten,	 fifteen	times	
because	 it’s	 something	new.	 I	 say,	 ‘boy	 Tubbs,	 you	 see	 the	mistake	whe	 Smithy	make?	A	
serious	 thing.	 The	 people	 a	 Spanish	 Town	 love	 it!	 You	 have	 to	 start	 something	 like	 that”	
(quoted	in	Katz	2004:166)	…	So	(King)	Tubby	say,	‘All	right,	we’ll	try	it.’	[…]	And	Tubby’s	start	













“While	 the	 concept	of	 version,	 i.e.,	mainly	 instrumental	 takes	on	pre-written	 songs,	has	a	
history	 prior	 to	 dub	 (specifically	 in	African-American	 and	Caribbean	music	 forms	 like	 jazz,	
blues	and	salsa),	its	Jamaican	variant	was	unique,	owing	to	the	levels	of	modification	involved.	
Although	technology	had	been	used	to	‘open	up’	and	rearrange	music	before,	by	musique	
concrète	 artists,	 for	 example,	 and	Western	music	 producers,	 like	 George	Martin	 and	 Teo	
Macero,	the	concept	of	the	mixing-board-as-instrument	(and	its	corollary,	the	engineer-as-



















The	 riddim	 (from	 the	 Jamaican	 Patois	 pronunciation	 of	 “rhythm”)	 remains	 as	 much	 a	
fundamental	piece	of	Jamaican	music	today	as	it	did	in	the	1960s	(see	Veal	2007).	A	complete	song	




The	 riddim	 for	 “King	 Tubby	 Meets	 the	
Rockers	 Uptown”	 goes	 by	 the	 name	 “Cassava	
Piece”	 and	 was	 composed	 by	 Horace	 Swaby,	
more	 popularly	 known	 for	 his	 artistic	 moniker	
Augustus	 Pablo,	 who	 was	 renowned	 both	 as	 a	
musician	and	producer.	The	multi-track	recording	
features	Pablo	on	the	Keyboards,	the	Melodica,	
Piano,	 organ,	 and	 Clavinet,	 accompanied	 by	
Aston	 “Family	 Man”	 Barrett	 and	 Robbie	
Shakespeare	 on	 the	 Bass	 Guitar,	 Earl	 “China”	





“Aquarius	 Dub”	 album.	 In	 this	 version,	 Pablo’s	
Melodica	did	not	make	an	appearance	in	the	mix.		
Also	 in	 1973	 the	 song	was	 cut	 as	 an	 a-side	
with	 the	 name	 “Cassava	 Rock”55,	 featuring	 Big	
Youth’s	 deejaying56,	 still	 without	 the	 characteristic	
sound	of	the	Melodica	but	crediting	Augustus	Pablo	
as	the	producer.		














was	 titled	 “King	 Tubby	 Meets	 the	
Rockers	Uptown”58;	and	became	what	is	
today	 known	 as	 the	 seminal	 Dub-mix	
version,	 appearing	 also	 in	 an	 album	 by	
Augustus	 Pablo	 that	 bore	 the	 track’s	
name.	
Right:	 Figure	 5	 -	 	 The	 four	 seminal	 versions	 of	 the	
"Cassava	 Piece"	 released	 between	 1973	 and	 1974.	
Images	retrieved	from	discogs.com	on	the	19th	of	July	
2017	
“King	 Tubby	 Meets	 the	 Rockers	
Uptown”	 is	 generally	 accepted	 as	 the	











saw	Reggae	 soar	 to	 new	heights	 in	 the	UK.	 The	Dub	 sonic	 aesthetic	 thus	went	 on	 to	 inform	 the	
sonorities	of	bands	 like	Bauhaus,	 the	Cure	and	Siouxie	and	 the	Banshees,	whilst	 the	Cut	n’	Paste	
method	 went	 on	 to	 inform	 countless	 others,	 particularly	 in	 Dance	 culture,	 inspiring	 New	 York	
remixers	of	the	late	’70s	and	early	’80s,	such	as	Walter	Gibbons,	Tom	Moulton,	Larry	Levan,	Tee	Scott,	
François	Kevorkian	and	Shep	Pettibone	(see	Young	2008;	Wilson	2012).		

















King	 Tubby’s	 innovative	 studio	 approach,	 such	 as	 his	 experiments	 with	 tape-based	
composition	and	electronically	manipulated	 spatiality,	had	elevated	 the	 importance	of	 the	 sound	
engineer	by	allowing	 the	engineer	access	 to	 creative	 fame	and	a	 status	which	 could	 rival	 that	of	
composers	 and	 songwriters.	 His	 use	 of	 ‘enhancement’	 effects	 such	 as	 “drop-out,	 extreme	
equalization,	 long	delays,	short	delays,	reverb,	flange,	phase,	noise	gates,	echo	feedback,	shotgun	





The	studio	 techniques	which	King	Tubby	had	developed	 in	order	 to	craft	 the	 instrumental	
arrangements	in	“Baby	I	Love	You	So”	into	“King	Tubby	Meets	the	Rockers	Uptown”	made	him	the	
original	 Controllerist.	 By	 using	his	mixing	desk	 –	 his	 control	 system	 -	 to	manipulate	 and	perform	






















displaying	 song	parts	and	mixing	occurrences	horizontally,	but	 focused	principally	on	 transcribing	
Tubby’s	actions	on	the	mixing	desk	rather	than	focus	on	the	musical	content.	In	short,	I	was	interested	
in	transcribing	the	act	of	Controllerism	rather	than	analysing	the	different	instruments	in	the	mix.		
I	 should	 note	 that	 after	 some	 deliberation	 I	 opted	 not	 to	 include	my	 transcription	 of	 the	
volume	 levels	 of	 different	 instruments,	 as	 it	 became	 apparent	 that	 although	 they	 were	 part	 of	
Controllerism	 in	 action,	 their	 transcription	 added	 cluster	 and	 a	 level	 of	 complexity	 that	 would	











Those	 three	 are	 the	 Bass,	 the	 Guitar	 and	
the	 Drums,	 which	 lay	 the	 foundation	 of	 sound	
upon	 which	 Tubby	 extrapolates	 by	 forging	 new	
rhythmic	 content,	 subtracting	 and	 then	
reintroducing	elements	with	additive	effects,	and	




sends	 in	order	 to	 create	 a	melodic	dialogue	 that	
‘hovers’	 over	 the	 fundamental	 mix,	 sonically	
interspersing	 with	 each	 other	 in	 a	 ‘call	 and	





true	 to	 the	 original	 song	 but	 abstracted	 slightly	 by	 a	 conservative	 approach	 with	
effects,	 and	 the	 dubbed	 layer	 consisting	 of	 sonic	 snippets	 from	 the	 original	 song	
‘floating’	over	the	riddim	in	a	phantasmagorical	reference	to	the	original	song.		
2. Drums	 and	 Bass	 are	 predominant	 in	 the	mix	 in	 both	 volume	 and	 presence,	 taking	
centre-stage	to	the	detriment	of	vocals.	




                                                   
63	Sound	transfer	between	tracks	usually	of	an	undesirable	source,	such	as:	















and	 coloured	with	 a	 faint	 short	 delay,	 becoming	 a	part	 of	 the	 riddim	 track.	 It	 is	more	
common	to	fade	Guitars	in	and	out	of	a	Dub	mix.	
3. The	 Guitar	 is	 then	 clustered	 as	 a	 part	 of	 a	 ‘grouped’	 track	 together	 with	 the	 original	
bubble66	organ	track	from	“Baby	I	Love	You	So”,	and	is	faded	in	for	short	musical	stabs	







































also	noteworthy	as	an	originating	force	 in	the	development	of	electronic	music,	for	 its	role	 in	the	



































DJ	 Kool	 Herc	 is	 the	 originator	 of	 a	 proto-sampling	 technique	 that	 directly	 informs	
Controllerism	as	a	musical	practice,	hence	the	importance	of	his	historical	contribution	to	this	thesis.	
Having	passed	his	early	childhood	in	Kingston,	Kool	Herc	had	personally	experienced	Jamaican	Sound	



































their	 reverb	 units	 and	 echo	 boxes	 beyond	 the	 boundary	 of	 standard	 studio	 usage,	 hip	 hop’s	
innovators	 redefined	 the	 term	“instrument”	 to	 include	 such	audio	 technology	 like	 the	 turntable”	
(Baker	2009:41).	
	







































will	 be	 explored	 in	 the	 current	 chapter.	 As	 such	 I	 will	 continue	 by	 providing	 structural	 and	
methodological	analysis’	of	the	logical	process	of	‘part	division’/cut	n’	paste	in	a	series	of	tables	and	
diagrams,	 hoping	 to	 further	 clarify	my	points,	 going	 as	 far	 as	 suggesting	 commonalities	 between	
Sampling	logics	and	those	of	older	cultures	that	also	‘think	in	blocks’,	such	as	the	block-thinking	logics	





















is	 not	 reserved	 to	 this	 approach	 and	 in	 fact,	 any	 audio	 source	 can	 be	 sampled	 and	manipulated	
musically.	For	the	sake	of	the	following	argument	I	have	categorized	sample	division	into	two	distinct	
categories,	out	of	which	one	organizational	practice	emerges:	












A	 Tabla	 rhythmic	 solo	 is	 principally	 comprised	 by	 an	 interplay	 between	 the	 thematic	 and	
interjectional	material	derived	from	a	central	composition,	that	when	reorganized	using	a	theme	&	
variation	organizational	logic	results	in	what	is	known	as	a	North	Indian	Classical	Percussion	solo.		The	





dates	back	 to	 the	 late	 18th	 century	 (Gottlieb	1993:8);	 a	 logic	 later	 revisited	by	Dub,	 Turntablism,	
Sampling	and	Controllerism	today.	To	take	something	that	is	already	there,	react	and	dialogue	with	
it,	 readapting	 and	 transforming	 it	 into	 something	 new,	 is	 at	 the	 very	 heart	 of	 various	 musical	































                                                   









                                                   
73	 Kaida	 is	 a	 rhythmic	 composition	 belonging	 to	 North	 Indian	 Classical	 Music	 tradition.	 A	 rhythmic	 seed	 (theme)	 is	





















With	 these	 subdivisions,	 the	 Tabla	 player	 can	 proceed	 with	 the	 theme	 &	 variation	





























At	this	point,	 it	 is	 important	to	mention	that	original	authorship	of	a	composition	is	a	non-
issue	 for	 Tabla	 players,	 as	 Tabla	 solos	 rely	 on	 pre-composed	 compositions,	 some	 of	 which	 are	









Another	 important	 example	 of	 this	 tyoe	 of	 reverential	 approach	 through	 Sampling	 is	
observable	in	the	song	“Building	Steam	With	a	Grain	of	Salt”76	by	DJ	Shadow,	from	the	1996	album	






















3. Various	 samples	 are	 interjectionally	 used	 only	 once,	 and	 other	 are	 used	 to	 punctuate	
sections	such	as	the	single	Piano	note	and	the	Bass.	
	For	the	figure	below	I	performed	an	auditory	analysis	of	the	cut	n’	paste	structure	of	“Building	
Steam	 With	 a	 Grain	 of	 Salt”	 in	 an	 attempt	 to	 exemplify	 compositional	 ‘block-thinking’.	 The	









In	 the	 previous	 analyses	 I	 have	 demonstrated	 part	 division	 as	 an	 organizational	 sampling	









broad	 areas	 of	 artistic	 expression	 in	 which	 no	 contradiction,	 no	 counter-melody,	 no	
counterimage,	and	ultimately	no	dialogical	practice	is	tolerated.	Yet,	we	have	to	realise	that	
culture	 is	not	embedded	 in	abstract	concepts	that	we	 internalise,	but	 in	the	materiality	of	
signs	and	texts	over	which	we	struggle	and	the	imprint	of	those	struggles	in	consciousness.	
This	ongoing	negotiation	and	struggle	over	meaning	is	the	essence	of	dialogic	practice.	Many	






	 Thus	 the	 practice	 of	 Sampling,	 so	 central	 to	 Controllerism,	 could	 be	 construed	 as	 a	
technologically-powered	artistic	dialogue	in	which	the	struggle	with	the	overwhelming	materiality	of	
ever-present	signs	and	over-abundant	texts	present	in	the	context	of	our	globalized	information	age	
blurs	 the	 lines	of	ownership,	enabling	us	 to	draw	sources	 from	anywhere	and	everywhere	at	any	
given	time.		
Was	it	ignorance	that	prompted	Ed	Sheeran	to	only	credit	the	writers	and	producers	of	TLC’s	



















































interconnect	 arbitrary	 interfaces;	 communicate	 with	 hardware	 or	 software	 sequencers,	 and	
synthesizers.	Since	then	it	has	“continued	to	develop	and	redefine	the	possibilities	within	the	process	
of	 creating	 music”	 (DeRosa	 2007:	 Foreword),	 and	 has	 been	 expanded	 to	 include	 both	 signal	
processing	as	well	as	lighting	control.	(see	Fasciani	2014).	
The	development	of	this	digital	communication	language	permitted	users	to	remotely	control	
sonic	 sources,	 attributing	 commands	 of	 musical	 expressivity	 to	 instruments	 in	 other	 locations,	
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effectively	delocalizing81	sound	action	and	sound	source.	This	concept,	albeit	abstract,	is	instrumental	











The	 introduction	of	 power-amplifying	 and	precise	 keyboards,	 pedals	 and	 key	mechanisms	
(Controllers),	triggering	various	hammers,	valves	or	levers,	to	act	as	intermediaries	between	
the	playing	human	and	 sound	production	proper—i.e.,	 as	 interfaces—already	permitted	a	
certain	freedom	of	assigning	a	triggering	action	a	resulting	sound	(mapping).	In	the	case	of	
the	pipe	organ,	the	technological	separation	of	Controller	(=console)	and	generator	(=pipe	
body)	 is	 complete…The	 “automatization,”	 or	 programmability,	 respectively,	 of	 musical	
processes	was	first	accomplished	by	means	of	the	pinned	barrel	invented	in	900	A.D.,	paving	
the	way	for	mechanical	musical	instruments	such	as	the	medieval	carillons,	the	musical	clocks	












                                                   
81	Eckel,	Iovino	and	Caussé	of	IRCAM	in	France	first	referred	to	the	delocalization	of	sound	thusly:	“The	way	composers	
may	 think	 and	 imagine	 sound	 changed	 radically	 with	 the	 development	 of	 sound	 technology	 in	 our	 century.	 Sound	
transducers	(microphones	and	loudspeakers)	allow	to	detach	the	sound	phenomenon	from	its	mechanical	and	acoustical	
production	 mechanism	 (instrument)	 by	 the	 means	 of	 analogue	 representation	 of	 sound	 as	 electric	 current.	 Sound	
transmission	and	storage	techniques	(radio	and	tape	recorder)	use	this	and	other	analogue	representations	to	delocalize	
sound	 in	 time	 and	 space.	 Analogue	 sound	 generation	 and	 processing	 devices	 (analogue	 studio)	 permit	 the	 direct	
production	and	manipulation	of	the	analogue	sound	representation.	This	enables	composers	to	create	what	could	be	









musical	 processes,	 in	 a	 way	 paving	 the	 way	 for	 computer	 technology	 and	 empowering	 the	
proliferation	of	unprecedented	forms	of	musical	expression	and	practice.	They	are	at	the	root	of	what	
we	 know	 as	 Controllerism	 today,	 as	 an	 evolving	 musical	 practice	 that	 is	 heavily	 informed	 and	
influenced	 by	 technological	 advancements	 both	 past	 and	 present.	 Mechanization	 and	
Automatization	are	still	at	the	core	of	Controllerism	logics,	and	are,	in	tandem	with	the	processes	of	









developmental	stages	 in	history82	and	Controllerism	as	 it	 is	conceptualised	today.	Both	use	causal	








tunings	 and	 intervals	 as	 they	were	 three	 centuries	 ago	 (see	 Soeiro	2015;	Cordeniz	 2013	&	2015;	
Debut,	Carvalho	&	Antunes	2016).		












Regardless	 of	 the	 outcome,	 on	 a	 personal	 level,	 the	
experience	was	invaluable	and	a	year	spent	perched	on	the	bells,	
measuring,	diagraming	and	calculating	away	in	the	freezing	breeze	
was	 a	 year	well	 spent.	 	 In	 fact,	 it	was	 during	 this	 year	 that	my	

























































G) Finally,	 upon	 passing	 under	 Bell	 nr.5	 (Do’),	 they	 change	 their	














	 Like	 the	 Carillon,	 modern	
Controllers	 use	 the	 logic	 of	 multiple	
signal	 paths	 interfacing	 with	 various	
signal	distribution	points	to	channel	note	
commands	 from	 a	 control	 system	 to	 a	
sonic	source.		
Although	 apparently	 unrelated,	
the	 logics	 behind	 the	 complex	
distribution	 of	 wires	 that	 connect	 the	
drum	 cylinder	 to	 the	 Bell	 hammers	 in	
automated	 Carillon	 finds	 a	 modern	
counterpart	 in	 the	 way	 many	
Controllerists	 use	 their	 control	 system	





















of	Separation,	Division	and	Allocation	discussed	throughout	chapter	 two,	has	 led	 to	a	new	era	of	
digital	audio	manipulation.	It	is	a	logic	that	focuses	on	customization	and	control,	on	liberating	sound	
from	 its	 acoustic	 source	and	 the	player	 from	 the	acoustic	 instrument,	on	 repurposing	 sound	and	






















has	 given	 rise	 to	 new	 –	 and	 powerful	 -	 creative	 forms	 of	 musical	 expression,	 among	 them	
Controllerism.		
Sonic	Decoupling	 is	 the	unified	 result	of	 the	 three	aggregate	origins	of	Controllerism	 logic	
(Layer	Separation,	Part	Division	and	Delocalized	Attribution),	and	is	enabled	by	the	development	of	
new	music	instruments	(Controllers)	that	embrace	the	principles	behind	the	stages	of	Digitization,	
Virtualization,	Globalization,	 Informatization,	Artificial	 Intelligence,	and	Hybridization	 (see	chapter	
1.3.4).	Thusly,	they	are	poised	to	shape	Controllerism	in	the	years	to	come.	
In	 a	 way,	 Sonic	 Decoupling	 involves	 using	 sound	 bytes84	 to	 take	 the	 place	 traditionally	
understood	as	belonging	to	musical	notes,		and	playing	them	as	one	would	a	musical	instrument.	This	
cut	n’	paste	rationale	is	the	most	prevalent	one	in	the	practice	of	Controllerism,	but	it	is	not	-	by	far	-	














recorded	 statement	 (as	 by	 a	 public	 figure)	 broadcast	 especially	 on	 a	 television	 news	 program;	 also:	 	 a	 brief	 catchy	
comment	or	saying”.	
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Another	 such	 case	 includes	Controllers,	 like	MiDi	 keyboards,	
that	have	emulated	the	architecture	of	traditional	musical	instruments	but	have	included	enhanced	
functionality,	inaccessible	in	the	instrument	that	originated	their	design.	A	bright	example	of	such	a	
















that	 the	 RISE	 keyboard	 can	 use	 multidimensional	 polyphonic	 expression	 –	 or	 MPE	 –	 to	 play	 a	








has	 taken	 place,	 decoupling	 sound	 from	 the	 original	 instrument,	 -	 in	 this	 case	 the	 piano	 -,	 and	


















acoustic	 drum	 trigger,	 and	 it	 is	 precisely	 with	 these	 ‘expansions’	 of	 expressive	 behaviour	 that	
Controllerism	thrives.	The	capacity	for	customization	is	a	linchpin	of	the	Controllerism	movement.	
For	 example,	 besides	 assigning	 sounds	 to	different	 sections	of	 the	drum,	or	 even	different	drum	
strokes,	the	SP	can	apply	effects	to	different	parts	of	the	drum	by	mapping	effects	to	different	drum	
strokes	 allowing	 the	 drummer	 to	 control	 the	 effects	 and	 parameters	 by	 playing	 the	 drums.	 As	 a	








and	multiple	 LFO91	 types	 through	 playing	 alone.	 It	 represents	 a	momentous	 leap	 forward	 in	 the	




not	 exclusive	 to	 music	 instruments,	 and	 is	 also	 entering	 the	 realm	 of	 DJing.	 In	 2015	 Native	
Instruments	 announced	 the	 release	 of	 a	 new	 open	 digital	 audio	 file	 format,	 the	 .mp4,	 more	











format.	 The	 intent	 was	 to	 create	 a	 format	 that	 would	 augment	 creative	 possibilities	 for	 DJs,	
producers,	 and	 live	 performers	 using	 Controllers	 from	 any	 company	 that	 manufactured	 STEMS	
compliant	 hardware.	 STEMS	were	 to	 expand	 the	 possibilities	 of	 live	mixing	 and	 performance	 by	
allowing	for	the	mixing	together	of	isolated	parts	from	different	songs	to	take	place,	with	each	part	























































4) Instrumentalisation	 refers	 to	 playing	 music	 on	 a	 hardware	 emulation	 of	 a	 traditional	
instrument	that	has	additional	features	 in	relation	to	its	source	of	emulation,	or	to	the	
addition	 of	 Controllers	 that	 interface	 with	 the	 traditional	 instrument,	 enhancing	 its	
playability	or	sonic	output	in	any	way.	ROLI’s	five	dimensions	of	touch:	The	Strike,	Glide,	
Slide,	Press	and	Lift,	are	examples	of	additional	features	to	traditional	piano	playing,	while	















with	 motley	 mixes	 of	 creative	 compositional	 systems	 (software	 and	 apps),	 automatic	 analysis	






In	 2005	 Matt	 Moldover	 and	 Juley	 Covello	 (aka	 Dj	 Sharkey)	 met	 during	 an	 Ableton	 Live	
workshop	Moldover	was	conducting	at	the	Burning	Man	festival.	Moldover	had	begun	performing	









that	 they	 shared	 common	 ideas	 about	 the	 subject,	 they	 exchanged	 contact	 information.	 Upon	
returning	to	New	York	where	they	both	resided,	Shakey,	who	was	also	an	event	producer,	suggested	
that	the	two	produce	an	event	for	Ableton	Live	performers,	which	became	known	as	The	Warper	
Party97.	 The	 event	 quickly	 became	 popular	 among	 like-minded	 performers	 and	 evolved	 into	 a	









computer	 Controllers	 and	 software	as	 Controllerism.	Moldover	 then	 suggested	 to	 Ean	Golden,	 a	
contact	who	was	at	the	time	a	technology	columnist	for	Remix	Magazine,	that	they	write	an	article	
together	 and	 present	 Controllerism	 to	 the	 music	 community.	 The	 article	 was	 printed	 on	 Remix	
Magazine's	October	2007	issue	under	the	title	"Music	Maneuvers:	Discover	the	Digital	Turntablism	
Concept,	Controllerism,	Compliments	of	Moldover”99.	In	it	Moldover	was	portrayed	as	a	hardware	







benefits	 from	 the	 article.	 Golden’s	 rhetoric	 throughout	 the	 article	 denoted	 a	 clear	 belief	 that	
Digitization	would	eventually	permeate	all	aspects	of	DJing.	According	to	Golden,	he	had	been	DJing	
live	with	a	 Laptop,	using	TRAKTOR	 software	which	offered	MiDi	 control	 and	a	modified	M-Audio	
Oxygen	8	MiDi	 Controller	 since	 2002-2003.	With	 the	 impending	 shutdown	of	 Remix	Magazine	 in	





2008,	 Ean	 Golden	 founded	 DJ	 TechTools100	 in	
2006,	 looking	to	give	continuance	to	 	his	Remix	
column	 as	 well	 as	 developing	 a	 resource	 for	
educating	 digital	 DJs	 and	 capitalizing	 on	 the	
expanding	 industry	 surrounding	 hardware	
Controllers	 and	 Controllerism	 as	 a	 musical	
practice.		
Meanwhile,	The	Vestax	Corporation,	a	Japanese	firm	that	designed	and	manufactured	musical	


































share	 information,	 opinions,	 resources	 and	 tips.	 The	 forum	 was	 maintained	 by	 Bentosan,	 a	
Controllerist	 and	 producer	 from	 Perth,	 Australia.	 His	 most	 relevant	 contribution	 was	 the	
development	 of	 the	 Mapulator,	 a	 popular	 max	 for	 live	 patch,	 which	 provides	 an	 increased	








or	 Finger-Drumming	 as	 it	 is	 known	 today.	 The	 grid	model	 was	 adopted	 from	 earlier	 production	
systems	such	as	the	Akai’s	MPC	series,	developed	by	Roger	Linn	and	 later	by	Native	 Instrument’s	
Maschine	 series.	At	 this	 time	DJ	TechTools	began	 to	 commercialize	DIY	MIDI	 Fighter	 kits,	 further	
consolidating	its	position	in	the	growing	market	for	Controllerism.	
Between	 2009	 and	 2010,	 Ean	 Golden	 was	 invited	 by	 Native	 Instruments	 to	 join	 their	
development	team	and	design	their	first	MiDi	DJ	Controller.	After	six	months	in	Berlin	the	project	
successfully	produced	the	Native	Instruments	TRAKTOR	KONTROL	S4.	He	then	went	on	to	produce	



















Myers,	 an	 event	 producer	 from	 LoveTech112	 joined	 as	 Editor	 in	 Chief.	 Under	 Myers’	 short-lived	
guidance,	regular	content	was	produced	by	a	group	of	different	writers,	including	Moldover.		
Spurred	on	by	the	success	of	the	MIDI	Fighter	DIY,	DJTechtools	began	production	on	the	MIDI	
Fighter	3D,	 their	 first	proprietary	Controller	 in	2012,	 and	 included	 important	 innovations	 such	as	
controlling	sound	with	motion	using	gyroscopic	motion	sensing.	The	popularity	of	Finger-Drumming	




create	 an	 offshoot	 of	 the	 MIDI	 Fighter	 that	 would	 replace	 the	 Sanwa	 arcade	 buttons	 with	
customizable	knobs,	opening	up	DJTechtools	to	digital	mixing	as	well.	With	DJing,	Finger-Drumming	
and	mixing	 Controllers	 for	 sale	 and	 a	 burgeoning	 forum,	 DJTechtools	 cornered	 the	 independent	
Controller	market.	











provided	 by	 Controllers,	 than	 developing	 credibility	 among	 the	 global	 surge	 of	 Controllerists,	 or	
monetizing	the	website	for	personal	gain.	In	2015,	Moldover	put	an	end	to	Controllerism.com.		
His	 farewell	 post	 was	 published	 on	 November	 2015	 under	 the	 title	 "A	 Brief	 History	 of	



























could	 only	 be	 tested	 in	 this	 way.	 I	 felt	 that	 a	 relatively	 microcosmic	 view	 could	 only	 result	 in	






single	 community	 was	 narrowed	 down	 to	 the	 musicians	 with	 which	 I	 collaborated	 in	 the	 same	





this	 thesis	 took	 the	 form	of	 subject-centred	 investigation	 and	 participant	 ethnography.	 Although	














others”	 (2003:157).	Under	 the	notion	 that	working	 through	 this	perspective	 could	 lead	me	 to	an	
account	of	my	informants’	individual	social	authorings,	 I	situated	myself	between	them,	for	a	first	







proposing	 innovative	 musical	 projects,	 styles	 and	 perspectives,	 conceptually	 distant	 from	 the	








“Virtual	 fieldwork	 employs	 technologically	 communicated	 realities	 in	 the	 gathering	 of	
information	for	ethnographic	research.”	(Cooley,	Meyzel	&	Syed	2008:91)	
I	 first	 learned	 of	 the	 value	 of	 virtual	 fieldwork	 early	 on	 in	 my	 research,	 when	 I	 had	 the	






which	 I	 believe	 exemplifies	 the	 pragmatic	 view,	 even	 in	 World	 Music	 circles,	 that	 digital	 music	





of	 digital	 instrumentation	 has	 become	 an	 ongoing	 debate	 that	 leads	 us	 to	 discussions	 regarding	
preconceived	notions	about	the	authenticity	of	digital	musical	instruments	when	used	in	a	traditional	











My	 interview	with	Moldover	was	 extremely	 revealing,	 as	 his	 first-hand	 experience	 of	 the	
various	 stages	 in	 the	 expansion	 of	 Controllerism	 as	 a	 performance	 practice	 gave	 me	 important	
insights	into	its	history,	developmental	tendencies	and	possible	future	directions.	His	emphasis	on	
creativity,	 sharing	and	community,	when	allied	 to	his	visionary	outlook	 towards	 the	potentialities	
present	in	current	technologies,	painted	a	promising	future	to	Controllerism	as	an	art	form.	





an	 IP	address	block,	or	an	autonomous	system,	but	 is	also	used	for	a	wider	range	of	other	 information.	The	protocol	
stores	and	delivers	database	content	in	a	human-readable	format.	
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The	differences	with	what	Moldover	recounted	and	what	 is	 ‘immortalized’	on	the	 internet	
were	also	elucidative	as	 to	 invested	 interests	 -	on	a	 self-serving	or	economic	nature	 -	by	 various	
important	stakeholders	in	the	evolution	of	Controllerism	into	its	current	form.		
Early	on	in	our	video-chat,	Moldover	asked	what	my	intentions	were	in	talking	to	him	about	













mouth-full,	 and	had	 this	 roundabout	way	of	explaining	 themselves	 that	pointed	 to	earlier	
generations	of	people	that	were	making	electronic	music.	I	just	wanted	a	really	easy	way	to	










a	 creative	 practice?	 I	 asked:	 “From	what	 I’ve	 seen,	 one	 of	 your	main	 focuses	 is	 creativity.	 How	
important	is	the	creative	potential	of	Controllers	to	you?”	
“To	me	it	is	very	important.	I	was	working	on	it	really	intensely	at	a	time	when	there	
was	 this	 very	 blank	 slate,	 and	 it	 felt	 like	 I	 had	 these	 incredibly	 powerful	 software	 tools,	
specifically	Ableton	Live	which	was	a	really	amazing	sample	playback	engine;	and	REAKTOR	

















the	 tool;	 because	 there’s	 nothing	 defined…to	me	 that’s	 the	 most	 exciting	 part.	 I	 have	 a	
background	 as	 a	 traditional	musician,	 I	 play	 guitar.	 I’ve	 played	 in	 bands,	 and	 I	was	 never	
inspired	by	playing	cover	songs.	I	always	wanted	to	write	original	music;	I	always	wanted	my	
voice	on	guitar	to	be	an	original	thing;	I	was	always	fascinated	by	the	guitar	players	who	did	








of	 software	evolved	over	 time,	Moldover	had	 found	 that	 the	 feasibility	of	many	of	his	 ideas	had	































It	was	 interesting	 to	me	 that	Moldover	 placed	 such	 importance	 to	 the	 idea	 of	 building	 a	

























                                                   
116	To	‘feed	off’	as	in	to	inform,	influence	and	share	knowledge.	
117	Burning	Man	is	an	annual	experiment	in	temporary	community	dedicated	to	radical	self-expression	and	radical	self-








Moldover’s	 ambitions	 for	 Controllerism	 that	 contrasted	 with	 the	 approaches	 evidenced	 by	
independent	and	corporate	manufactures	at	the	time.	He	was	taking	the	idea	of	collective	growth	
further	than	simply	building	community	and	the	interchange	of	methods	and	ideas;	by	expanding	the	





“I	 called	 those	 Jamboxes.	 I	 didn’t	
know	 what	 to	 name	 them	 in	 the	
beginning.	 They’re	 very	 much	
motivated	by	 the	 interest	 in	getting	
people	to	collaborate,	and	using	my	
skills	to	circumvent	the	work	it	takes.	
Even	 now.	 I	 was	 having	 this	
discussion	 in	an	 interview	yesterday	
about	 how	 much	 work	 it	 takes	 if	
you’re	 just	 getting	 into	 this.	 What	
tools	to	buy?	There’s	different	ways	




























“I	 had	 a	 vision	 for	 the	 future	 of	 Controllerism	 ten	 years	 ago,	 and	 it	 more	 or	 less	
happened.	I	don’t	have	a	huge	vision	for	the	rest	of	it,	except	for	what	is	happening	in	that	its	
becoming	more	 pluralistic.	My	 vision	 for	 the	 future	 resides	 in	 the	 Jamboxes	 and	 a	more	
collaborative,	simple	way	to	access	the	ideas	of	Controllerism.	
I	love	that	it’s	branching	into	
all	 these	 professional	 realms,	
professional	 instruments	 that	 are	
really	 expressive.	 Things	 like	 the	
Haken	 Continuum119	 have	 inspired	
things	 like	 Roger	 Linn’s	




the	 kinds	 of	 things…I’ve	 finally	 got	
one	 in	 front	 of	me	 and	 it’s	 been	 a	
long	time	coming	because	they’re	so	
advanced	and	thus	used	to	be	pretty	expensive.		
So,	 there’s	 stuff	 like	 that,	 there	 just	 a	 proliferation	 of	 them,	 as	 cheap	 as	 Folk	
instruments,	where	a	Finger-Drumming	instrument	will	only	cost	$99	and	you	can	hook	it	up	












                                                   
119	 The	 Haken	 Continuum	 is	 a	 music	 performance	 controller	 and	 synthesizer	 that	 allows	 unprecedented	 real-time	







movement	 to	 a	 halt.	Giving	Controllerism	a	wide	berth	 could	 allow	 for	 sustained	 growth	 and	be	
inclusive	of	peripheral	developments,	no	matter	how	strange	in	form,	shape	or	size.	The	formation	
of	 communities	 surrounding	 Controllers	 and	 Controllerism	 had	 certainly	 fomented	 this	 kind	 of	
empathetic	 plurality,	 yet	 the	 blossoming	 of	 fringe	 aspects	 of	 Controllerism	 into	 embraced	
commonalities	 had	 to	 be	 determined	 by	 the	 inspiration	 –and	 perspiration	 -	 of	 hard	 working	


























validation	 from	 artists	 that	 are	 essentially	 more	 famous,	 established	 and	 successful.	
Validation	 for	my	crafts,	 seeing	 that	 they	have	a	use	 for	 it,	 like:	 “Oh,	 I’m	going	 to	get	 the	
godfather	of	Controllerism	to	set	up	my	Controllers,	because	I	can.”	
	










comprehensive	aspects,	 but	Controllerism’s	 inclusiveness	 also	 gives	way	 for	 a	 significant	 array	of	










think	 wearables	 come	 into	 play,	 because	 I’ve	 realized	 by	 playing	 with	 a	 few	 wearable	

































that	 it	 shaped	not	only	 the	understanding	upon	which	my	 further	 inquiries	were	based,	but	also	
incentivized	me	into	getting	more	involved	with	Controllerism	on	a	practical	level.		
This	commitment	led	me	to	my	next	case	of	virtual	and	digital	
ethnography.	 	 It	was	also	an	 important	moment	to	the	outcome	of	
this	thesis,	albeit	peripherally.	My	contact	with	Kim	Bjørn,	author	of	
“PUSH	TURN	MOVE”129	was	born	out	of	the	desire	to	become	more	
involved	 and	 actively	 participating	 in	 sharing	 my	 love	 for	 musical	
practice.	 I	 found	 “PUSH	 TURN	 MOVE”	 through	 a	 kickstarter130	
campaign,	 and	 felt	 compelled	 to	 become	 a	 part	 of	 the	 collective	





                                                   
128	No	official	literature	exists	to	date	detailing	Controllerism’s	timeline.	











whom	 I	 have	 collaborated	 with	 in	 pursuing	 certain	 avenues	 of	 research	 in	 mutual	 benefit.	 For	
instance,	I	have	much	gratitude	to	show	to	Dylan	Kell-Kirkman	from	Canada	who	I	met	in	an	online	
forum132,	and	with	whom	I	maintained	an	ongoing	conversation	on	the	structural	analysis	of	Augustus	
Pablo’s	 “King	 Tubby	 Meets	 Rockers	 Uptown”.	 As	 this	 song	 marks	 a	 seminal	 moment	 in	 the	







investigation	has	yielded	great	results.	 It	gave	me	the	 initial	orientation	for	this	Thesis,	and	 it	has	







Much	 of	 my	 fieldwork	 was	 not	 conducted	 as	 subject-centred	 ethnography,	 for	 that	
methodology	was	reserved	for	my	principal	informants	during	artist	residencies.	Of	the	remaining	17	
interviews	conducted	with	musicians	who	were	not	Controllerists,	responses	were	for	the	most	part	




                                                   
132	URL: https://www.talkbass.com	(date	of	last	consultation:	11th	of	February,	2017)	














- All	 artists	 coincided	 on	 the	 opinion	 that	 Controllers	 are	 erroneously	 not	 classified	 as	
musical	instruments.	




these	 interviews	 with	 what	 I	 was	 considering	 to	 be	 ‘random’	 informants.	 If	 all	 local	 informants	
considered	me	‘one	of	their	own’	and	had	a	preconceived	idea	of	who	I	was,	what	I	represented	as	
an	artist,	and	where	I	was	heading	artistically,	could	they	not	be	‘playing’	into	my	intended	results?	
This	doubt	 ruled	out	more	 than	half	of	 them,	and	although	 the	 remaining	half	did	not	 know	me	
personally	at	 the	time	of	 the	 interviews,	 the	 fact	 that	 they	had	met	me	through	 introductions	by	
mutual	acquaintances,	or	meetings	in	social	spheres	or	varied	provenances,	I	still	suspected	that	the	
results	might	have	been	tainted	by	some	degree	of	idealization	due	to	my	standing	in	Portuguese	
music.	 I	 was	 essentially	 suspicious	 that	 the	 early	 success	 I	 had	 achieved	 with	 my	 band135	 had	
translated	 into	 a	 reputation	 that	 preceded	 me,	 and	 potentially	 influenced	 the	 behaviour	 of	 my	
informants.	So,	to	test	this	hypothesis	and	challenge	the	homogeneity	of	my	results	I	resorted	to	two	











In	winter	 2016	 and	 spring	 2017	 I	 travelled	 to	 two	 completely	 distinct	 areas	 of	 the	world.	
Distinct	 in	nature,	culture,	setting	and	rhythm;	the	dichotomy	between	the	two	being	such,	that	I	
considered	 similar	 findings	 to	 be	 irrefutable	 proof	 of	 a	 generalized	 standpoint.	 The	 idea	 among	


























hybrid	drum	kits	with	another	drummer137.	Tact	 seemed	 impressed	and	assumed	a	more	 relaxed	












We	 ate	 whale	 bacon,	 Kusaya	 grilled	
‘stinky’	 fish,	 Natto	 (rotting	 beans)	 and	 drank	
our	 fill	 of	 beer	 and	 schochu	 (potato	 whisky)	
while	we	conversed	the	night	away.	The	setting	
was	 perfect	 for	 me	 to	 get	 the	 ‘non-political	
truth’	from	Tact;	the	drink	making	our	gestures	
adamant	 and	 our	 tone	 boisterous	 as	 we	
discussed	 heart-gripping	 topics	 such	 as	 the	
dichotomy	between	hand-crafted	instruments	
and	mass-produced	Controllers;	 the	aesthetic	effect	on	stage;	the	benefits	–	or	 losses	–	 from	not	
necessitating	countless	hours	of	practice	to	master	an	instrument;	and	other	themes	that	led	to	the	
















In	 Spring	 2017,	 I	 travelled	 to	 the	 Alpujarras	 in	 the	mountains	 of	 Granada,	 Spain	with	my	




















Our	 hope	 was	 to	 talk	 to	 resident	 musicians	 from	 one	 of	 the	 communes	 located	 at	 the	
surrounding	 mountain	 range.	 After	 conversing	 with	 the	 owner	 of	 Baraka,	 he	 introduced	 us	 to	




coalesce	 so	 as	 to	 warrant	 such	 ventures.	 For	 the	 so	 called	 ‘outsiders’,	 generally	 foreigners	 that	









improvised	 events	 were	 usually	
outdoors	 there	 was	 no	 possible	
application	 for	 Controllers,	 and	 so	 I	
could	find	no	example	of	Controllerism	
in	 such	 an	 environment,	 yet	 the	 visit	
was	still	a	fruitful	one,	as	the	ascribed	
tendency	 towards	 improvisation	 and	




I	 concluded	 that	 the	
simplification	of	processes	and	quality	
of	 experience	 vastly	 outweighed	 any	
need	from	lasting	results	 in	song	form	
or	 music	 reproduction;	 each	 moment	





be	 boiled	 down	 to	 classic	musical	 instruments	 and	 singing	 alone.	 For	 them	 it	was	 a	 question	 of	
keeping	it	simple,	reducing	attachments	and	lessening	possible	complications	that	could	hinder	the	
quality	 of	 experience.	 Electronic	 instruments	 weren’t	 necessarily	 bad	 in	 that	 that	 they	 did	 not	
necessarily	make	‘bad’	music.	What	they	represented	was	a	need	for	electricity.	A	limitation	much	
better	avoided	when	looking	to	freely	play	when	inspiration	struck.	On	the	other	hand,	if	one	was	
















that	 hosts	 yearly	 PRO	 Conferences	 and	 artist	 residencies	 -	 to	 participate	 in	 three	 distinct	 artist	
residencies	in	the	city	of	Guimarães	in	Portugal.	This	provided	me	with	the	opportunity	to	conduct	
subject-centred	study	into	the	experience	of	individuals	and	groups	of	individuals	linked	together	by	























and	profession.	When	discussing	this	 issue	we	arrived	at	 the	conclusion	that	 -	 in	 the	end	-	we	all	
‘spoke	the	same	language’	as	 if	we	were	born	of	the	same	land.	Our	shared	interests	and	desires	
effectively	imbued	a	‘team	spirit’	among	all	participants	of	the	artist	residencies.		




































me:	 since	 1993	 I	 have	 had	 the	 fortune	 of	 belonging	 to	 a	 band143	 that	 has	 raised	 a	 flag	 of	 non-
conformist	philosophies	and	critical	thought	in	Portugal,	a	band	with	a	very	similar	philosophy.	Thus,	
from	experience,	their	music	clearly	sounded	like	a	music	that	spoke	out,	on	the	one	side	joyous	and	








for	 the	 first	 time,	and	discussing	this	 time-constraint,	 I	 sensed	that	 this	would	not	be	a	source	of	
stress	 for	 us.	 Their	 demeanour	 was	 relaxed	 and	 they	 seemed	 genuinely	 appreciative	 of	 the	
opportunity	to	share	such	an	adventure	with	a	complete	stranger.		
That	 first	 afternoon	 and	ensuing	night	we	 spent	 debating	 artistic	 direction	 and	discussing	
which	instruments	we	should	each	play.	I	was	very	curious	as	to	CLF’s145	choice	of	musical	influences,	
as	 the	 principal	 genres	 that	 informed	 their	 production	 were	 an	 interesting	mix	 of	 ‘eastern’	 and	


























subgenre	 of	 crossover152	 music,	 and	 I	 was	 very	 interested	 in	 knowing	 if	 –	 from	 a	 production	
standpoint	 –	 with	 their	 decision	 to	 mix	 such	 different	 musics	 together	 they	 were	 consciously	
attempting	to	break	musical	boundaries	and	create	a	new	direction.		
“To	be	honest:	 yes,	 I	 am.	When	 I	 had	 just	 turned	 twenty	 I	 quit	making	music,	 as	 I	
discovered	so	many	interesting	new	musics	and	thought	I	couldn’t	add	anything	to	the	musical	
                                                   
146	Video	showing	the	musical	‘rise	of	Mahraganat’	(Hubbard,	2013):	https://nyti.ms/2qWJ175	
147	 Originally	 wedding	 music	 bands	 consisted	 of	 a	 group	 of	 musicians,	 belly-dancers	 and	 a	 singer,	 yet	 as	 digital	 DJ	
equipment	became	more	accessible	and	gained	popularity,	all	but	the	singer	were	replaced	by	the	DJ,	and	Chaabi	popular	





149	 The	 only	 documentary	 made	 to	 date	 about	 this	 musical	 genre	 was	 directed	 by	 Hind	 Meddeb	 in	 2013.	 URL:	
http://www.imdb.com/title/tt2887002		

















flow	 and	 aesthetic	 innovations;	 Appropriation	 and	 Authorship	 in	 the	 Remix	 Culture,	 and	 also	
musicianship,	innovation	and	creativity.	





although	 I’m	able	 to	play	 several	 instruments.	 I	 think	30	years	ago	 I	wasn’t	able	 to	make,	
create	and	distribute	my	own	music	and	be	a	full-time	musician,	but	now	I	can,	‘cause	of	the	
creation	of	Ableton.	I	feel	like	Ableton	is	my	second	nature,	a	place	where	you	don’t	have	to	








called	 them	 -	 probably	 arose	 from	 a	 genuine	 passion	 with	 experiencing	 other	 musical	 cultures,	
experimenting	with	their	sonorities	and	creating	my	own	unique	mix	from	these	influences.	Like	me,	
he	stated,	he	was	 incorporating	elements	 from	the	worlds	of	Egyptian	Chaabi	music	and	western	
                                                   









sound	 was	 deemed	 as	 inauthentic	 by	 some.	 CLF	 had	 adopted	 a	 revolutionary	 identity	 by	
incorporating	a	sonority	that	had	grown	out	of	the	streets	of	Cairo	immediately	before	the	Egyptian	




appropriation	 pose	 a	moral	 problem	 for	 him?	Was	musical	 authenticity	 even	 an	 issue	 for	 him?	 I	
thought	that	it	took	courage	and	a	good	deal	of	that	‘fringe’	attitude	I	so	much	admire	to	embark	in	
this	kind	of	endeavour,	and	so	I	asked	him	if	he	was	concerned	with	being	musically	authentic,	to	



































“I’m	 all	 up	 for	 that.	 I	 think	 in	 so	many	ways	 it’s	 pushing	 borders,	 where	 different	
cultures	clash	and	lead	to	something	new,	even	new	music	genres	or	a	new	kind	of	style	of	
youth	culture.	I	think	this	increase	made	me	hyped	about	‘world’	music	as	well,	as	when	I	was	








I	definitely	 think	 in	 this	 Internet	era	the	current	copyright	 laws	are	outdated.	At	 the	same	
think	I	don’t	know	how	they	must	change.”	
	































During	 this	artist	 residency	 I	 learned	a	great	deal	 from	Yannick	and	Joep.	We	discussed	at	
length	what	their	ambitions	and	expectations	were	for	CLF;	usually	spending	our	nights	informally	




which	 an	 ethnomusicologist	 cannot	 be	without.	 In	 other	words,	 it	 is	 through	 fieldwork	 that	 one	
becomes	an	ethnomusicologist	(Rice	2008:67).	










                                                   













Front	 is	 with	 an	 Akai	 MPD323,	 with	 is	 kind	 of	 hybrid	 DJ-set.	 Sometimes	 with	 CLF	 we’re	
performing	live	or	doing	artist-in-residency	projects	like	we	did	together	in	Guimarães,	then	I	















organization	 was	 very	 happy	 with	 the	 previous	 year’s	 outcome	 and	 felt	 that	 more	 could	 be	
accomplished	with	extra	time.		
Composing	mainly	in	electronic	genre’s	such	as	Dubstep,	Grime,	Glitch,	EDM	and	Trap,	mixed	
with	 Flamenco,	Mexican	 and	 Surf	 Rock	music,	 José	was	 a	 perfect	 choice	 taking	 into	 account	 the	
orientation	of	this	thesis.	He	had	undergone	training	as	a	Flamenco	guitarist	 in	his	youth	and	had	
developed	a	unique	brand	of	electronic	music,	in	which	he	incorporated	his	guitar	playing	while	using	









sounds	and	audio	 samples	were	output	was	 the	 centrepiece	of	his	 live	 setup165.	 Surrounding	 the	
Laptop	were	various	Controllers,	strewn	around	the	table,	which	José	used	to	control	and	interject	
with	Ableton.	Yet,	what	truly	set	him	apart	from	CLF’s	approach	in	performance,	was	his	interest	in	
interacting	with	 the	Controllers	as	one	would	when	playing	a	 traditional	 instrument.	Rather	 than	
simply	triggering	loops	and	then	applying	effects	on	those	loops,	José	was	creating	his	loops	on	the	




























could	 study	 his	 approach	 to	 Controllerism	 without	 influencing	 him	 in	 any	 way	 with	 my	 own	
experience,	and	thus	avoiding	tainting	my	observations.	
As	we	progressed	 in	our	work,	 it	became	more	evident	 to	me	 that	 José	 truly	 ‘played’	 the	
Laptop	as	a	musical	instrument,	by	controlling	and	manipulating	sound	in	a	spontaneous	and	creative	
manner	 via	 the	 use	 of	 external	 Controllers.	 This	 turned	 his	 performance	 into	 a	 more	 organic	
experience	for	both	himself	and	for	the	viewer	or	listener.	As	I	watched	José	cut	up	and	reorder	beats	
using	KORG’s	Kaoss	Pad	KP3,	applying	effects	and	filters	to	the	sounds	using	Ableton	controlled	by	a	
Theremin	emulator,	mixing	 the	audio	 levels,	 jumping	back	and	 forth	 in	 the	 tracks’	 timelines,	and	
switching	between	sounds	at	will,	I	became	more	and	more	convinced	that	the	Laptop,	if	controlled	
organically167	as	a	source	of	sound,	in	fact	becomes	a	part	of	a	complex	musical	instrument.	But	what	















For	 the	next	 few	days	we	spoke	at	 large	about	 the	subject	of	Laptops	and	Controllers	not	
being	considered	instruments	in	today’s	musical	panorama.	For	José	it	wasn’t	an	issue	that	bothered	
him	on	a	personal	level,	and	he	reiterated	on	more	than	one	occasion	that	it	was	more	important	to	
be	 acknowledged	 than	 it	 was	 to	 be	 understood.	 The	 public	 acknowledged	 that	 he	 was	 using	
technological	means	to	create	spontaneous	live	music,	and	they	acknowledged	that	he	was	positively	
trying	to	communicate	with	them	through	music.	 It	was	not	 important	 if	 they	knew	what	he	was	






It	 was	 becoming	 apparent	 to	 me	 that	 José	 placed	 a	 lot	 of	 importance	 on	 the	 quality	 of	
experience	for	the	performer	as	well	as	the	public.	He	explained	to	me	in	more	than	one	occasion	
that	the	public	connected	to	the	performer	on	stage	and	responded	to	the	artists	visual	and	sonic	












and	 pure	 in	 expressiveness	 (see	Hirsch	 2003).	 This	 belief	 in	 fluidity,	 in	 a	 naturalistic	 response	 to	
abandonment,	was	also	patent	in	José’s	opinion	about	how	musical	influences	inform	the	creative	
process.	As	is	evident	in	the	following	statement,	José	considered	musical	influences	as	resulting	from	
the	 ebb	 and	 flow	 between	 local	 and	 global	 forces:	 “What	 influences	 you	 changes	 over	 time.	




in	 this	 thesis.	 This	 topical	 coincidence	 was	making	 it	 clear	 to	 me	 that,	 when	 discussing	musical	

































independent	 from	 the	 influences	 and	pressures	 that	major	 labels	 exert	 on	 creative	 practices.	 An	
artist’s	technicity,	or	rather,	the	extent	to	which	an	artist	possesses	technical	skills	and	technology,	
has	provided	the	artist	with	an	opportunity	through	which	to	forge	their	own	independent	path	in	a	















modern	electronic	music	scene	with	his	project	Batida,	 the	Westway	 lab	was	quick	 to	accept	our	














‘the	 drummer’,	 ‘the	 bassist’	 or	 ‘the	 guy	 on	 the	 machines’.	 In	 addition,	 in	 order	 to	 challenge	






















arise	 from	 ethnographic	 projects.	 At	 other	 times	
these	 ethnographic	 projects	 lead	 to	 deeper	
involvements	that	go	beyond	research.	In	our	case,	
we	have	 remained	 friends,	 and	are	 continuing	 to	
build	 on	 the	 ‘iii’	 project,	 looking	 to	 travel	 to	
Namibe,	 Angola,	 and	 record	 one	 of	 our	 songs	
there.	 As	 Junior	 and	 I	 were	 jamming	 at	 the	
residency,	 Pedro	 suggested	 that	 he’d	 like	 to	 use	
what	we	had	come	up	with	in	his	next	record.	We	
continued	working	 on	 the	 song	 and	 named	 it	 “À	
esquerda	 do	 Namibe”.	 At	 this	 moment	 we	 are	
waiting	 for	 the	 right	 time	 to	 travel	 to	Namibe	 in	
Angola	 and	 record	more	 of	 the	 audio,	 and	 video	
components	of	the	song.	
	 	










After	buying	back	 the	 rights	of	his	debut	album	 from	the	Portuguese	 label	 Farol	due	 to	personal	
dissatisfaction	with	their	modus	operandi,	the	album	was	picked	up	by	Soundway	Records,	receiving	
accolades	 from	 BBC171	 and	 The	 Guardian172.	 Outside	 Portugal,	 his	 show	 was	 presented	 at	
Summerstage,	global	FEST,	Lincoln	Center,	Kennedy	Center,	 twice	at	Glastonbury,	Roskilde,	Pitch,	
Lowlands,	Eurockéennes,	 Les	Suds	à	Arles,	Transmusicales,	 three	 times	at	Eurosonic,	Womex	and	
Womad	Festival,	where	it	was	described	as	"Fantastic"	by	The	Guardian173.	
Batida	is	Pedro	Coquenão’s	stage	name.	Pedro	was	born	in	Huambo,	Angola,	and	raised	in	the	
suburbs	 of	 Lisbon,	 Portugal.	 As	 a	 former	 radio	 personality	 and	 now	 fulltime	 video	 and	 music	











the	Fazuma	collective,	with	 the	objective	of	promoting	 independent	artists	and	music,	as	well	 as	
                                                   
171	URL: http://www.bbc.co.uk/music/reviews/c3b6	(date	of	last	consultation:	13th	of	June,	2017)	
172	 URL: https://www.theguardian.com/travel/2015/jan/23/lisbon-new-clubbing-scene-nightlife-reports	 (date	 of	 last	
consultation:	11th	of	July,	2017)	








producing	 documentaries	 detailing	 ‘mestizo	 musics’.	 Throughout	 the	 years	 Pedro’s	 artistic	
expression	has	moved	from	the	radio,	to	the	recording	studio,	and	finally	to	the	stage;	incorporating	
videography,	dance,	poetry,	photography	and	documentary	as	ancillary	forms	of	expression176.	






















and	 Johannesburg,	 in	 the	 existing	dialogues	between	 capitals	 and	 also	 from	 the	desire	 to	
contribute	 to	 the	 idea	 that	 sophistication	exists	 in	places	 that	we	normally	 associate	with	
exoticism	 and	 other	 condescending	 concepts.	 It	 arose	 from	 a	 need	 to	 create	 bridges	 and	
connect	 points	 that	 are	 only	 distant	 apparently,	 not	 only	 in	 space,	 but	 in	 time	 as	 well.	 I	
proposed	a	radio	show	to	Antena	3	radio	which	was	approved	in	2007	and	was	to	be	aired	in	
RDP	Africa	as	well.	 In	the	process	of	recording	the	shows,	and	because	I	have	always	used	



























prefer	 to	 contribute	 rather	 than	 replicate.	 My	 idea	 of	 authenticity	 has	 more	 to	 do	 with	

























































	“I	 quickly	 realized,	when	 I	 started	 to	 send	 the	 songs	 out	 to	 be	hear	 and	 criticized	














































and	 bass	 from	 such	 and	 such	 a	 place.	 Yet	 there	was	 a	 thing	with	 the	 rhythmic	 patterns.	















organized	 to	share	costs,	a	scheme	put	 it	place,	all	normal…but	 then	comes	along	a	more	
pragmatic	agent	 looking	 for	a	band	that	 is	not	necessarily	 the	best	at	a	sound	or	 that	has	
something	different	to	give,	but	instead	seeking	out	the	band	that	does	not	fail	him;	the	band	
that	is	not	late,	that	has	their	visas	ready,	that	has	dual-nationality,	whatever.	It	facilitates	the	





rigid,	music	 so	 formal…	 So,	World	Music	 and	 the	 industry	mutually	 limited	 themselves.	 It	
becomes	 not	 so	much	 about	 the	music	 but	more	 about	 the	 band	 that	 can	meet	 certain	
expectations,	less	about	searching	new	people	from	remote	locations	that	bring	something	
different	with	them,	and	more	about	finding	people	that	can	replicate	something	that	already	
exists.	 That	 musician	 that	 comes,	 has	 always	 played	 the	 Tabla	 a	 particular	 way	 and	 will	
continue	to	do	it	exactly	the	same	for	the	rest	of	his	life,	and	not	necessarily	the	musician	that	
                                                   













music	 using	 electronic	 elements	 in	 World	 Music	 festivals.	 How	 would	 someone	 that	











recognized	as	 interesting.	 In	short,	 I’ve	never	belonged	to	any,	 I’ve	been	to	Boiler	Room183	
and	to	Womad184	but	I’ve	never	won	the	places	over	by	storm	because	I	can	never	belong	
fully	 to	 any.	 I	 remember	 having	 a	 conversation	 with	 João	 from	 Buraka185,	 who	 is	 the	












that	 electronic	 music-making	 is	 but	 a	 technological	 extension	 of	 acoustic	 music-making	 and	
Controllerism	-	by	extension	–	simply	a	modern	form	of	musical	instrumentation	(see	chapter	1.3.4).	
                                                   












If	 such	 a	 reflection	 exists,	 it	 is	 a	 phantasmagorical	 one,	 largely	 dependent	 on	 personal	
experience	 and	 interpretation.	 What	 Pedro	 was	 describing	 to	 me	 was	 a	 personal	 vision	 where	
migrants’	 processes	 of	 self	 were	 imbued	 in	 a	 cultural	 relativism	 that	 although	 unique	 to	 each	
individual	made	them	of	a	same	kind,	a	migrant	species	of	sorts.	Going	further	he	would	explain	that	
the	idea	of	going	‘beyond	one	culture’	was	not	limited	to	migrants	and	travellers	alone;	all	of	us	that	
live	 in	 an	 information	 society	 that	 is	 technologically	 driven	 have	 in	 some	way	 transcended	 local	




















brought	up	 in	 the	previous	artist	 residencies,	 and	at	 this	point,	Authenticity	 and	Technicity	were	
gaining	strength	as	topical	centres	through	which	I	could	ethnographically	approach	the	upcoming	















rarely	 experienced	 and	 reserved	 for	 special	 purposes,	 events,	 social	 classes.	 Musical	
organizations	 are	 created	 and	 tour	 the	 nation	 in	 order	 to	 exhibit	 its	 own	 musical	 past”	
(1993:432	&	439).	
	
This	 idea,	 that	 technology	 mediates	 and	 augments	 collective	 social	 life,	 stripping	 it	 from	
hermetic	 exclusionary	 cultural	 forces	 and	 infusing	 them	 with	 external	 influences	 which	 provide	
comparative	 understandings	 has,	 in	 essence,	 ended	 pure	 and	 unadulterated	 local	 tradition.	 One	
could	argue	that	such	a	thing	never	existed,	that	a	culture’s	relationship	with	adopted	technology	
from	 abroad,	 with	 “Technicity”,	 presupposes	 a	 fundamental	 alteration	 that	 rewrites	 collective	
experience.	 Can	 it	 not	 be	 true	 that	music	 traditions	 the	world	 around	 -	 when	 looked	 at	 from	 a	
historical	perspective	–	are	fluid	in	nature	and	flow	down	a	path	filled	with	external	pressures	and	
influences	that	are	sometimes	assimilated	and	other	times	utterly	ignored?			
The	 image	a	 flowing	 stream	came	 to	mind;	with	water	 circumventing	 the	 large	 rocks	 and	












                                                   
189	Júnior	from	Terrakota.	
 139 
in	 the	 process	 I	 maintained	 a	 conversation	 with	 Pedro	 over	 a	 messaging	 application	 on	 my	
smartphone.	By	now,	we	had	developed	a	friendship	and	communicated	frequently,	commenting	on	
random	topics	in	each	other’s	feeds190	and	keeping	up	to	date	on	each	other’s	comings	and	goings.		
Pedro	 had	 put	 me	 at	 ease,	 letting	 me	 know	 that	 he	 would	 welcome	 any	 questions	 that	
pertained	 to	 this	 thesis	 in	any	shape	or	 form.	 I	had	been	 investigating	an	 issue	 that	had	 recently	
surfaced	 as	 I	 researched	 Batida’s	 music	 in	 various	 prominent	 online	 sales	 points.	 It	 had	 again	
reminded	me	of	the	term	‘Ethnotronic’,	and	the	problems	with	genre	classification.	Beatport,	Bleep,	
Juno,	Traxsource,	whatpeopleplay	and	 iTunes	all	 classified	Batida’s	music	under	different	musical	
genres.	 I	 wondered	 what	 Pedro	 thought	 about	 this	 disparity,	 was	 it	 a	 problem	 for	 him	 when	
navigating	the	different	worlds	of	Electronic	and	World	Music?	His	answer	spurred	on	a	flurry	of	other	
questions	which	I	transcribe	below.	


















have	been	used	 to	define	your	music,	places	you	 in	 the	orbit	of	World	Music	 festivals	as	well	 as	
Electronic	Music	ones.	How	has	this	shaped	your	experience	in	World	Music	festivals?	Pedro	replied:	
“It	 is	 interesting	because	having	to	cater	to	two	camps	does	not	let	me	stagnate	or	
become	 fixed	 to	 one	 kind	 of	 stage	 format.	 It	 forces	 me	 to	 adjust	 in	 order	 to	 better	













processes?	After	 all,	 although	 the	 categorization	of	musical	 genre	 is	historically	 attributed	 to	 the	
contribution	of	media,	 record	 labels,	politics	academics,	audiences	and	musicians,	 these	days	 the	
internet	plays	an	important	role	in	their	creation,	one	that	allows	artists	ample	opportunity	for	the	
creation	 of	 new	 genres	 out	 of	 the	 amalgamation	 of	 other	 related	 genres,	 or	 by	 straightforward	
invention	of	new	ones,	if	enough	clout	is	available	to	carry	the	intended	concept	far	through	social	
dissemination	(see	Castelo-Branco	2008;	Lima	dos	Santos	1988;	Middleton	1990).	

















                                                   













‘history’	 it	 is	 also	 about	 ‘newness’.	 Ethnographic	 research	 has	 encompassed	 both	 modes,	 from	
analysis	of	historical	 specificity,	musical	memory	and	 the	preservation	of	 tradition	 to	 the	musical	
creativities,	new	performance	spaces	and	new	musical	sounds	of	diasporic	practices”	(2007:2).	
Acknowledging	 that	 one’s	 personal	 affiliations	 to	 times	 and	 places	 in	 no	 way	 warranted	














a	 few	 can	 tolerate	 ambiguity	 and	 its	 attendant	 tensions	 […]	 Not	 only	 does	 a	 principle	 of	
parsimony	govern	our	perception	of	music,	through	the	unconscious	operation	of	principles	
such	as	those	of	simplicity	and	good	shape,	but	it	also	influences	the	explanations	we	give	of	
the	nature	of	music,	 the	development	of	musical	 styles,	and	 the	 relations	of	music	 to	 the	
culture	in	which	it	arises.	In	short,	it	shapes	both	musical	experience	itself	and	our	thinking	








how	 intense	and	exhausting	 it	would	be,	 so	 I	 decided	 that	 for	 the	 first	 few	days	 I	would	 tell	 the	
academic	in	me	to	‘lay	low’	and	simply	become	more	artistically	-	and	emotionally	acquainted	-	with	
Pedro	and	Junior.		





forty-five-minute	performance	 in	under	a	week.	 It	was	the	8th	of	April;	we	woke	up	 late,	had	our	




















also	 in	 musical	 notation	 and	 sight-reading	 as	 well.	 Deeply	 ingrained	 generalized	




with	 software	 and	 computers,	 they	 allow	 us	 a	 different	 –	 as-of-yet	 un-investigated	 and	
previously	impossible	–	creative	control	that	also	heralds	in	new	freedoms	in	composition	and	
performance	alike.	 I	also	 focus	 largely	on	Controllers	as	a	way	to	enter	debates	about	the	




























prejudice,	 using	 one’s	 experience	 as	 a	 foundation	 upon	 which	 to	 interpret	 unfamiliar	
concepts,	 and	 then	 incorporate	 them	 into	 our	 musical	 vocabulary	 in	 order	 to	 formulate	
adaptations	 and	 promote	 growth	 sounded	 like	 a	 positive	 approach;	 one	 that	 could	 yield	







of	music	 expression.	 Electrification,	 and	 amplification	 come	 to	mind.	 In	 the	 last	 thousand	
years,	if	one	is	to	measure	the	changes	instruments	have	undergone	as	they	evolve	to	meet	
the	needs	of	instrumentalists,	one	notices	that	never	have	they	evolved	so	quickly	as	in	the	
last	 fifty	 years.	 The	 amplification	 of	 the	 voice,	 the	 electrification	 of	 the	 guitar	 or	 the	
development	of	Controllers	are	defining	moments	that	have	changed	how	music	is	done	on	a	
global	 scale.	 If	 we	 doubt	 the	 authenticity,	 or	 even	 the	 validity	 of	 Controllers	 as	 musical	
instruments,	 then	we	 should	 look	 back	 and	 ask	 ourselves	 certain	 questions	 about	 earlier	
technological	developments	in	music.		





























Therefore,	 Controllers	 can	 be	 seen	 as	 mere	 tools	 for	 artistic	 agency;	 tools	 with	 intricate	


























up,	 because	 it	 verified	 what	 is	 being	 heralded	 by	 the	 corporations	 that	 are	 producing	 the	 new	
generation	 of	 Controllers.	 The	 repeating	 motto	 has	 been	 that	 Controllers	 are	 instruments	 that	






enhance	 creative	 output	 through	 a	 faster	 and	more	 intuitive	 interface.	 The	Maschine	 Jam	 is	 an	
example	of	such	a	Controller.	Native	Instrument	produces	the	Maschine	Jam,	which	is	a	Controller	
with	 enormous	 potential	 for	 live	 composition,	 and	 announces	 its	 strengths	 with	 the	 following	
sentences:	“MASCHINE	JAM	is	the	modern	digital	instrument	–	your	shortest	avenue	from	inspiration	
to	 reality.	 Capture	 ideas	 and	 create	 tracks	 in	 an	 intuitive	 production	 ecosystem.	 Sequence	 and	
arrange	on	the	fly	[…].	Shape	and	perform	sounds	in	inspiring	ways	[…]”193.		
If	 we	 note	 the	 keywords	 used	 to	 pitch	 this	
particular	 Controller,	 such	 as	 ‘shortest’,	 ‘inspiration’,	
‘capture’,	 ‘create’,	 ‘intuitive’,	 and	 ‘on	 the	 fly’,	 we	
notice	that	what	they	are	advertising	is	an	instrument	
with	 which	 we	 can	 establish	 a	 fast	 and	 intuitive	
connection	 with	 our	 inspiration,	 and	 capitalize	 on	 it	
quickly	 by	 producing	music	 instantaneously;	 without	
extraneous	processes	or	added	steps	in	the	production	
workflow.	 ‘Your	 shortest	 avenue	 from	 inspiration	 to	
reality’	 is	 a	 sentence	 that	 exemplifies	 this	 reigning	












to	do	 so,	or	 those	 that	have	never	 realized	 the	value	 that	a	producer	has	on	 the	creative	
process	would	never	be	able	 to	understand	what	you	have	asked	me,	or	proposed.	Those	
                                                   










human	 thing.	 As	 someone	who	 tries	 to	 break	 conditioning	 and	move	 forward.	 Lee	 Perry	
preferring	to	stand	in	his	mixing	booth	rather	than	sitting	down	at	the	mixing	desk.	Or	wearing	
shorts	instead	of	a	suit	as	he	would	in	Abbey	Road195.	Or	the	fact	that	he	prefers	to	be	alone	











to	break	away	 from	 the	 conditioning	of	only	 filming	and	moving	on	 into	a	director’s	 role,	
choosing	angles,	making	choices,	cropping	and	editing,	selecting	parts	in	detriment	to	others,	
















freest	 form	of	 evaluating	 anything.	 That	 is,	 to	have	no	 context	 and	have	 to	deal	with	 the	
emotions.	Not	knowing	if	someone	is	black,	white,	brown,	yellow	or	red,	tall,	thin,	if	they	smell	







































don’t	 see	 anything	 as	 wrong.	 It’s	 just	 that	 I	 still	 need	 emotions,	 to	 create	 an	 emotional	























































was	gathering	meanings,	or	 rather,	gathering	musical	sounds	and	 items	that	meant	 something	to	
him;	that	evoked	an	emotional	response	associated	to	meaning.	From	a	state	of	flow,	he	was	picking	





not,	 for	 example,	 evoke	 the	 appropriate	 associations	 in	 a	 western	 listener	 unless	 he	 has	



























Guitar,	 and	as	 it	happens,	 the	only	 two	 remaining	musicians	 from	The	Clash	 still	 alive	are	
precisely	the	Bassist	and	the	Guitarist.	I	had	the	blessing	from	the	two	members	who	were	









like	 Tabla	 players	 in	 Hindustani	 Classical	Music,	 and	many	 other	musicians	 in	 cultures	 the	world	
around,	was	making	allusion	to	others’	compositions,	and	referencing	them	by	inclusion	in	his	own	








Paul	 Simonson	 and	 Mick	 Jones.	 Unfortunately,	
permission	from	the	sampled	parties	is	not	enough.	
My	 label	 had	 to	 have	 legal	 clearance	 from	 the	
Publishers,	 it	 was	 only	 a	 matter	 of	 ironing	 out	
percentages,	but	then	there	was	Sony,	who	owns	









to	 conclude	 and	 I	 was	 advised	 by	 my	 label	 hire	
musicians	to	record	the	parts.		
I	 was	 able	 to	 recreate	 the	 sound,	 and	




























per	 song	 that	 change	 only	 the	 pads	 and	 not	 the	 faders.	 A	 session	 control	 for	 faders	 but	
individual	pad	controls	for	each	song	would	work…	
The	 instrument’s	 physicality	moulding	 to	 your	mind.	 The	 creation	of	 a	 unique	object	 that	
reflects	how	you	individually	think,	allowing	you	to	play	it	naturally,	intuitively	as	an	extension	
of	your	self.	That	is	much	more	important	to	me	than	the	sophistication	of	the	object	itself.		
The	 level	 of	 customization	 in	
Controllers	 is	very	different	 to	what	you	













things.	 The	 actual	 can	 originally	 had	





















chosen	 to	 fashion	his	own	Controller,	 and	build	himself	 a	musical	 instrument	 that	 catered	 to	his	




“I	 bought	 a	 kit.	 There	 were	
some	 guys	 from	 San	 Francisco,	 the	
DJTechTools	 people	 who	 make	 the	
MIDI	Fighter	who	were	selling	a	DIY	kit	
which	 had	 a	 hardware	 board	 that	
translates	 the	 inputs	 into	 MiDi,	 and	
these	 great	 buttons.	 The	 buttons	
were	 what	 called	 my	 attention	
because	 because	 they	 looked	 like	
toys,	 were	 very	 undignified	 for	
musicians,	but	made	perfect	sense	at	
the	 same	 time.	 I	 thought	 to	 myself:	
“Ah,	 this	 looks	 like	 a	 toy.	 A	 lot	 of	








































its	entirety.	 It	 really	has	worked	well	 for	me,	as	 it	 is	 the	first	conversation	 initiator	when	 I	
arrive	 at	 venues.	 It	 starts	 with	 the	 stage-technicians,	 usually	 the	 young	 ones	 are	 very	
interested	 because	 they	 have	 seen	 Controllers	 before,	 but	most	 of	 the	 old	 generation	 is	
interested	as	well	 as	 they	 see	 themselves	 reflected	 in	 the	can	and	 in	 the	original	 spirit	of	











	 It	 had	 become	 obvious	 that	 Pedro’s	 ‘Can’	 Controller	 did	 more	 than	 add	 meaning	 to	 his	




“The	 choice	 to	 use	 the	 ‘Can’	 is	 a	
statement;	the	need	to	take	it	one	stage,	to	play	
it,	 to	 run	 it	 through	an	amplifier	 explains	more	









can’t	 really	 say	 that	 I	am	copying	because	 I	am	
playing	it	in	a	completely	different	way	than	the	

























you	 have	 readily	 available;	 the	 buttons	 and	 techniques	 you	 have	 at	 your	 disposal	 and	





























in	 live	 performance;	 and	 to	 investigate	 possible	 commonalities	 between	 all	 participants	 using	
participatory	action	research	and	auto-ethnographic	methodologies.		
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All	 three	 artist	 residencies	 were	 successful	 endeavours	 -	 as	 claimed	 by	 all	 participants,	
members	 of	 the	 organization	 and	 public	 alike	 –	 and	 allowed	 to	 me	 to	 understand	 that	 artist	
residencies	 -	 through	 these	 ‘trial-by-fire’	 experiences	 -	 are	 conducive	 to	 the	 creation	 of	 group	
microtopias	 and	 imagined	 cultures,	 giving	 us	 glimpses	 of	 the	 internal	 motives,	 objectives	 and	
aspirations,	 as	 they	 develop	within	 a	 ‘group-imagined'	 system	 that	 defies	 traditionally	 conceived	
socialities.	
It	is	important	to	note	at	this	point,	that	my	concern	with	finding	a	Portuguese	case-study	was	



















composition	and	 live	performance.	 It	provides	a	discussion	as	to	the	practice	of	Controllerism;	 its	
origins,	history,	musical	logics	and	technological	developments.		
Controllerism	 is	 a	 form	 of	 instrumentation	 that	 has	 increasingly	 permeated	 modern	 live	
performance	 in	 recent	 years	 in	 the	 fields	 of	music,	 light	 and	 video.	 It	 can	 be	 understood	 as	 an	
emergent	 paradigm	 shift	 in	 live	 musical	 performance,	 particularly	 when	 considering	 cultural	
aesthetics	associated	with	live	electronic	music,	usually	associated	with	digital	DJ	acts.	As	I	explained	
throughout	my	thesis	 (in	chapter	two),	several	performing	categories	emerge	from	Controllerism.	









































We	 have	 historically	 been	 accustomed	 to	 associating	 sound	 to	 source.	 While	 in	 earlier	
centuries	we	were	 required	 to	 be	within	 physical	 listening	 range	 of	 the	 ‘sounding’	 object,	more	
recently	we	have	recorded	sounds	into	transportable	media.	This	has	allowed	us	to	replay	them	at	
will	in	any	location,	in	what	can	be	considered	a	first	process	of	decoupling	sounds	from	the	original	


















-	 in	 my	 opinion	 with	 great	 and	 growing	 accuracy	 -	 they	 are	marketed	 to	 a	 new	 wave	 of	 music	
composers,	 whose	 sonic	 source	 is	 the	 computer,	 and	 control	 sources	 are	 Controllers	 of	 various	
shapes	and	sizes;	to	Controllerists	of	various	worldviews	and	cultural	representations.		




cultures”	 (Slobin	1987:	 ix),	 and	 in	 this	 individual	music	 culture,	 the	 field	 is	 a	personal	experience	
instead	of	a	physical	place	(see	Hellier-Tinoco	2003).		
The	effect	of	globalization	on	the	development	of	musical	instruments	reflects	the	need	to	be	
adaptive	 to	 individual	 or	 group	 expression;	 to	 cater	 to	 the	 urge	 to	 customize	 and	 shape	 the	
instrument	 to	 the	 projected	 needs	 of	 the	 instrumentalist.	 To	 this	 effect,	 to	 Rice’s	 notion	 that	
“experiences	are	no	longer	contained	within	local,	isolated	cultures	or	even	within	nation-states	but	
are	and	have	been	shaped	by	regional,	areal,	colonial,	and	global	economics,	politics,	social	relations,	
and	 images”	 (2003:160),	 I	would	add	 that	under	 the	umbrella	of	globalization,	experience	 is	also	




information,	 as	 is	 observable	 in	 internet	 exchange	 forums	 for	 Controllerists203.	 Likewise,	 the	
download	of	resources	such	as	virtual	instruments,	sound	packs,	sample	libraries	and	the	like	from	

















This	 statement	 heralds	 a	 transformation	 of	 the	 musical	 performative	 stage,	 entailing	 a	
‘technological	stage	invasion’	in	the	years	to	come	which	will	probably	affect	all	musical	styles	and	
genres,	 including	 music	 categories	 such	 as	 World	 Music.	 What	 will	 happen	 when	 technological	
progress	 supersedes	 the	 –	 now	 –	 traditional	models	 of	 creation,	 production	 and	manufacture	 in	
countries	that	are	commonly	exoticized	by	the	World	Music	industry?	When	home-recording	studios,	




extremely	 rapid	 –	 growth	 of	 Controllers	 is	 not	 without	 naivety	 and	 presumptuous	 incline.	 The	
presence	 of	 Controllers	 in	 stages	 and	 studios	 today	 is	 growingly	 evident,	 and	makes	 them	 ideal	
representatives	of	the	exciting	debate	concerning	the	very	definition	of	musical	instruments.	Arne	
Bense	has	argued	for	a	revision	in	organology	that	includes	Controllers,	affirming	that:	
                                                   
204	Linn	developed	the	LM-1,	the	world's	first	programmable	sampled-sound	drum	computer,	claimed	by	many	to	be	beat	
box	of	the	'80s.	The	LM-1	was	used	for	every	drum	sound	in	Michael	Jackson's	Thriller,	the	best-	selling	pop	album	of	all	






between	software	synthesizers,	 sound	samplers,	groove	boxes,	 ‘virtual	 instruments,’	digital	audio	
workstations,	diverse	Controllers	and	musical	interfaces.	Today,	organology	is	undergoing	a	phase	of	
reconfiguration	–	the	organology	of	the	computer	society	has	yet	to	be	developed”	(2013:149).	
This	 evolution,	or	 some	might	 say,	 revolution	 in	organology	 that	hails	 for	 the	 inclusion	of	
‘instruments	of	computer	society’	is	one	that	will	further	place	Controllerism	as	a	musical	practice	
under	academic	analysis.	As	 the	design	and	usage	of	Controllers	are	 informed	by	 techno-cultural	
















not	 solely	used	 for	 that	purpose.	Neither	 is	mixing,	Djing,	 etc.	A	modern	Controller	 is	 essentially	
devoid	of	the	processing	of	sound,	but	instead	‘actuates’	it,	communicating	with	other	machines	or	














in	 order	 to	 ascertain	 principal	 issues	 and	 concerns	 that	 inform	 the	 experience	 of	 Controllerists	
internationally.	 A	 case	 study	 in	 Portugal	 was	 conducted,	 with	 the	 goal	 to	 compare	 information	
















		 Controllers	 as	 adaptive	 instruments	 are	 facilitators	 for	 creative	 output,	 but	 in	 and	 of	
themselves,	do	not	provide	the	inspiration	needed	to	create	music.	That	comes	from	within,	from	a	
musical	dialogue	between	internal	and	external	forces,	that	is	largely	dependent	on	flow.	
Of	all	my	 informants,	only	one	had	received	training	 in	a	traditional	 instrument,	while	the	
others	had	used	adaptive	software	and	hardware	to	‘teach	themselves’	how	to	make	and	perform	
music.	They	had	begun	by	creating	music	 long	before	 they	could	ever	play	a	musical	 instrument,	
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image	 of	 a	 musician	 was	 attached	 to	 the	 idea	 of	 playing	 a	 traditional	 instrument.	 Yet,	 upon	




to	 traditional	musicking?	 Technology	 has	 allowed	 them	 to	 bypass	 a	 cumbersome	 learning	 curve,	
usually	associated	with	years	of	training	in	a	musical	instrument	or	musical	theory.	It	had	become	the	
impelling	 force	behind	new	musicking	processes	by	 the	non-learned,	much	to	 the	benefit	of	 self-
taught	musicians	and	composers	who	did	not	use	or	know	staff	musical	notation.		
Again	 their	 responses	 were	 unanimous:	 being	 bogged	 down	 by	 pre-conceived	 identities	
would	disallow	them	from	taking	their	own	path,	interfere	with	their	self-determination	and	affect	
the	 quality	 of	 experience	 in	 their	 creative	 and	 performative	 processes.	 There	 appears	 to	 be	 an	
empathetic	connection	between	Controllerism	and	DIY	culture,	in	that	both	are	a	“self	proclaimed	
movement,	that	challenges	the	symbolic	codes	of	mainstream	culture”	(Purdue	1997).	
Is	 it	 a	 surprise	 that	 building	DIY	 Controllers	 has	 gained	 such	 popularity?	 The	open-source	
Arduino205	platform	is	representative	of	a	modern	instrument	hacking	movement	in	DIY	culture	that	
promotes	performing	 and	 sharing	 experiments	 that	 use	 extendible	 components	 to	 explore	novel	
expansions	 and	 new	 developments	 in	 various	 fields	 of	 electronics,	 including	 music	 Controllers.	
Today206,	 in	 the	 Arduino	 forum207,	 contained	 within	 the	 audio	 section,	 there	 are	 3171entries	
discussing	different	musical	applications	of	the	Arduino	technology.	
                                                   
205	“Arduino	is	an	open-source	platform	used	for	building	electronics	projects.	Arduino	consists	of	both	a	physical	









the	 musical	 layman	 as	 well,	 by	 democratizing	 processes	 in	 the	 creative	 economies	 of	 musical	
production,	creation	and	performance,	leading	us	to	the	question:	“Should	musicking	be	an	erudite	










is	 an	 almost	 fully	 automated	 process,	 the	 idea	 of	 using	 Laptops	 and	 Controllers	 as	 musical	
instruments	 in	 a	 live	music	 setting	 is	 still	 considered	 somewhat	 fake	 by	many	 in	 the	 live	music	
community208.	 I	 believe	 that	 this	 is	 partly	 because	 most	 parties	 are	 committed	 to	 an	 outdated	
paradigm	of	stage	performance	and	instrument	classification.	These	notions	are	deeply	embedded	


























thinking	 analysis	 of	 an	 Indian	 Tabla	 solo	 in	 order	 to	 demonstrate	 that	 this	 logic	 has	 had	musical	
applications	throughout	history	and	is	not	exclusive	to	modern	digital	culture.		




are	 very	 much	 a	 part	 of	 the	 lexicon	 of	 Controllerism.	 Sampling	 is	 a	 widespread	 practice	 that	
permeates	music	production	around	the	globe,	and	is	not	limited	to	using	audio	snippets.	The	website	
whosampled.com,	 a	 valuable	 resource	 for	 research,	 is	 a	 database	 boasting	 474,449	 songs	 that	
contain	samples	to	date209.	The	samples	are	divided	into	direct	and	replayed	samples	(interpolations),	
which	can	be	 further	 categorized	as	Drum	Loop,	Bass,	Hook	 /	Riff,	Vocals,	 Sound	Effect/Other	or	




From	 this	 perspective,	 samples	 are	 abundantly	 found	 in	 contemporary	 music	 as	 well	 as	
traditional	music;	in	popular	musics	and	counter-cultures	alike.	From	major	to	minor	genres,	in	the	
musics	of	first,	second	and	third	world	countries,	Sampling	has	been	used	in	one	form	or	another,	












(Layton	1997:184).	 It	hints	at	 the	notion	 that	 truth	 -	 as	what	 is	 true,	and	 thus	authentic	 -	 is	of	a	
conceptual	nature	as	opposed	to	an	intelligibly	determinable	expression.	Therefore,	we	could	situate	
the	paradigm	shift	occurring	with	the	use	of	Controller	interfaces	in	a	transitioning	period	where	rigid	
definitions	 of	 authenticity	 in	 music	 are	 challenged	 by	 the	 very	 factors	 that	 contribute	 to	 its	
conceptualization,	 as	multi-cultural	 forces	 put	 strain	 on	 preconceptions	 and	 prejudices	 inherited	
from	mono-cultural	definitions	(see	Schippers	2006).		
Controllerism	thrives	in	an	era	of	mobility;	during	a	time	of	constant	flux,	within	the	continual	
circulation	 of	 things	material	 and	 immaterial.	Music	 has	 always	 been	mobile	 and	 sound	without	
mobility	is	not	sound,	for	it	is	movement	by	nature.	Daily	we	find	ourselves	submerged	in	oceans	of	
sound	 created	 by	 the	 sonic	 emanations	 from	 all	 kinds	 of	 devices,	 and	 these	 soundscapes	 have	
become	main	staple	in	our	lives	as	we	live	our	lives	on	the	move.	We	are	multi-sited	as	we	interact	








“despite	 the	 ubiquity	 of	 our	 intentions,	 plans,	 rehearsals	 and	 scripts,	 all	 the	 effort	 we	 put	 into	
anticipating,	what	happens	next	is	never	a	done	deal,	because	we	can	never	completely	predict	or	
control	even	our	own	response	to	what	is	happening,	let	alone	the	responses	of	others”	(2006:2).	I	


















shackles	 of	 self-imposed	 behavioural	 limitations	 and	 excessive	 self-awareness.	 After	 all,	
improvisation	 is	 tantamount	 to	 spontaneity.	 One	 simply	 cannot	 be	 without	 the	 other,	 and	
spontaneity	 is	 in	 turn	associated	 to	emotional	content;	a	quality	of	expression	highly	 regarded	 in	
most	types	of	musical	performance.		
This	 thesis	 is	 a	 result	 of	 performing	 abandonment.	 Abandonment	 of	my	 prejudices	 as	 an	
instrumentalist,	 a	 student	 and	 a	 music	 aficionado;	 abandonment	 of	 my	 preconceptions	 about	
authenticity,	 appropriation	 and	 authorship;	 abandonment	 into	 my	 fieldwork,	 into	 experiencing,	








thesis	 was	 a	 point	 of	 departure	 for	 future	 research,	 where	 using	 comparative	 analysis,	 on-site	
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observation,	and	hands-on	experience,	will	 shed	 light	on	the	various	processes	 involved	 in	hybrid	














preferably	 in	 the	 country	of	 origin,	 or	 in	 a	 country	with	 a	 large	 representative	population	of	 the	
musical	culture	from	which	the	instrument	originated.		












If	 the	 Controllers	 selected	 for	 comparison	 were	 the	 triple	 play	 wireless	 MiDi	 guitar	
controller211	and	the	Seaboard	Rise,	we	would	soon	discover	that	the	physical	limitations	of	the	guitar	
                                                   
211	URL:	https://www.fishman.com/products/series/tripleplay	(Accessed	the	17th	of	September,	2017)	
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neck	would	 render	 the	Meend	 inoperable,	while	 the	Krintan	and	Gamak	 could	be	expressed	 to	a	
limited	degree.	In	theory,	the	soft	silicone	keywaves	(keys)	of	the	Seaboard	RISE,	in	turn,	would	be	
able	 to	 fulfil	 those	musical	 expressions,	 as	 one	 could	 assume	 that	 the	 five	 dimensions	 of	 touch	
present	in	the	Seaboard	Rise	(Strike,	Glide,	Slide,	Press	and	Lift)	would	be	sufficient	to	convey	all	the	
articulations	present	in	the	Sitar.	At	which	point,	provided	that	the	Virtual	Instrument,	such	as	Native	





considerations	 for	objective	 studies,	 researching	what	 is	understood	as	 the	 identity	of	musicians,	
instruments	 and	 genres	 as	 challenged	 by	 Controllerism	 was	 included.	 Yet,	 the	 sheer	 volume	 of	
exploratory	 text	 as	well	 as	 an	 inevitable	 change	 in	 investigative	 direction	would	 have	 entered	 in	




Controllerism	 as	 cultural	 transgression,	 as	 could	 be	 understood	 by	 musical	 activism	 or	
hacktivism,	and	fringe	activities	in	instrumental	and	performative	practices	would	provide	an	equally	
fruitful	avenue	for	investigation.	The	idea	of	transgressing;	of	going	beyond	boundaries	is	inherently	
woven	 into	 Controllerism,	 which	 has	 almost	 always	 been	 a	 ‘fringe’	 practice,	 breaking	 into	 the	
mainstream	on	few	short-lived	occasions.	I	consider	that	further	publications	as	to	the	motivations,	
concepts,	 idealizations	 and	 objectives	 of	 Controllerists	 that	 embrace	 Controllerism	 as	 a	 way	 to	
challenge	the	musical	status	quo	and	make	controversial	statements	through	their	practice,	would	
also	add	value,	I	believe,	to	the	field	of	Ethnomusicology.		
As	 pertaining	 to	 the	 quality	 of	 experience	 in	 musical	 performance,	 and	 in	 this	 case	
Controllerism;	I	would	suggest	that	further	inquiry	into	rationalizations	of	the	experience	of	flow	may	
bring	 about	 interesting	 debates	 as	 to	 the	 potentials	 in	 technologically	 driven	 instrumentation,	
creation	 and	 performance.	 Understanding	 fluidity	 as	 both	 an	 opposite	 of	 rigidity	 and	 as	 lack	 of	
containment,	when	analysing	processes	such	as	musical	production,	composition	and	performance	
could	allow	for	an	understanding	of	the	role	that	technology	-	such	as	is	found	in	Controllers	–	has	on	







and	 present,	 could	 provide	 us	 with	 alternate	 glimpses	 into	 the	 actions	 of	 composition	 and	
performance.	When	investigated	from	the	angle	of	music	cognition,	brain-motor-sensory	functions	
and	mechanisms	 involved	 in	memory,	 thinking	 in	 blocks	 appears	 like	 a	 logical	 form	of	managing	
information	 by	 grouping	 it	 into	 macro-structures,	 which	 can	 then	 be	 ‘chained’	 together	 into	
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